


Volume 2fi Number a 
A behind the scenes look at THE X* 

FILES with features on creator Chris 
Carter along with actors and crew, and 
a third-season episode guide SB.OO 
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(CINEFANTASTIQUE) 

Volume 25 Number 2 
This issue looks at Stephen 

King's masterpiece THE STAND, 
the making of the minisenes and a 
look at the King empire. $14.00 

JMEHEUEM if RHN| 
MOST t SCENE FKI1M, 
yin ONE mis MMinr 
CINEFANTASTIQUE is published each and every month, with issues jam- 

packed with the latest stories on the hottest films you want to see. 
Don’t miss our next issue on the making of Stephen King's ABC mini-se¬ 

ries THE SHINING, a preview of the six-hour television event to air in May. 
Director Mick Garris, who filmed King's acclaimed mini-series of THE 
STAND goes behind-the-scenes to discuss the challenge of bringing King's 
horror imagery to TV. Also, makeup supervisor Steve Johnson on designing 
King's rotting “woman in the room* and rampaging hedge animals, and 
Melvin Van Peebles on playing King's telepathic cook. Plus a retrospect look 
at Stanley Kubrick's 1980 film version starring Jack Nicholson and an inter¬ 
view with King himself! 

Plus, in the same issue, the making of MTV’s animated sensation AEON 
FLUX, including an episode guide to all seasons and an interview with car¬ 
toon visionary Peter Chung, and previews of Walt Disney's animated HER¬ 
CULES and THE FIFTH ELEMENT, a mind-bending science fiction film from 
Luc Besson, director of LE FEMME NIKITA, and much more! 

Subscribe today at the special low rate of just $48 for the next 12 issues, and 
select one of our rare back issues shown below as your free gift! Subscribe or 
renew for two years (24 issues) for only $90 (a savings of over $50 off the 
newsstand price!) and take two back issues of your choice free! Act now—it 
doesn't get any better than this! 

Subscribe Now at Money-Saving Rates and 
Take Any Back Issue Below as Our Gift! 

Volume 14 Number 2 
Behind-the-scenes coverage of 

THE DEAD ZONE, nduckng interviews 
with director Dawd Cronenberg, actor 
Martin Sheen and much more. $8,00 

Volume 21 Number 4 
We review the Hollywood at¬ 

tempts at filming Stephen King's 
books, including PET SEMATARY. 
THE DARK HALF and more. $0.00 Volume 26 Number 6 

Volume 27 Number 1 
Take, as one of your free bonus back 

Volume 14 Number 4/5 
This double issue tells the be¬ 

hind-the-scenes story of DUNE's 
pre-production and a retrospect on 
the work of David Lynch. $13,00 

Volume 24 Number 2 
Exhaustive coverage of the 

production, plus ILMs ground¬ 
breaking CGI dinosaurs in the block¬ 
buster hit JURASSIC PARK. $0.00 

Volume 16 Number 2 
The issue features Russell Mulea- 

h/s second feature, HIGHLANDER, 
including interviews with the director, 
Sean Connery and more. $8,00 

KcftCFAHTAtrioUtl 

Volume 16 Number 4/5 
This double esue features a retro¬ 

spect on the making of Alfred Htetv 
oock s PSYCHO and sorties who direc 
ted the infamous shower scene. $13.00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, 

issues for new subscribers, this 
spectacular double issue devoted to the 
X-FILES. published last year, written by 
Paula Vitahs, In an amazing 74 pages, 
Vitaris provides the best and most 
detailed episode guide ever to the show's 
first two seasons, annotated with the 
comments of the writers, producers, 
directors and actors. Also included, are 
profiles of stars Duchovny and Anderson, 
as well as interviews with series creator 
Chris Carter, co-executive producer, 
R.W. Goodwin, co-producer Paul 
Rabwin, producer director David Nutter, 
casting directors Rick Millikan, and Lynn# 
Cairo*, cinematographer John H. 

Bartley , makeup supervisor Toby Undait 
writer-producer Howard Gordon, spec* 
effects supervisors Dave Gauthier and 
Mat Beck, production designer Graems 
Murray, writer-producers Glen Morgw 
and James Wong, composer Mark Snot. 
producer-director Rob Bowman, plus 
interviews including Mitch Pileggi. 
Nicholas Lea, William David. Steven 
Williams, and more! 

SEE PAGE 61 
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Oscar season is once again upon us, 
providing an opportunity to look back and 
assess the merits and demerits of last 
year’s films. At Cinefantastique, of 
course, we take this opportunity to focus 
attention on the fine science-fiction, 
fantasy, and horror films that are often 
overlooked when it comes time to hand 
out Academy Awards in March. That 
trend has changed somewhat (as you will 
find in Mike Lyons' ‘Going for the Gold" 
article): many genre films do win Oscars 
these days, but they are usually in 
technical categories, while the so-called 
"major" awards (for acting, writing, and 
directing) are—with rare exceptions, like 
SILENCE OF THE LAMBS—still reserved 
for mainstream films. 

This is a shame, because genre films 
rank with the best cinematic offerings 
today. Although 1996 lacked the level of 
sophistication achieved in 1995, there 
were numerous exciting entries on view: 
TWISTER. INDEPENDENCE DAY, and 
MISSION: IMPOSSIBLE were summer 
films that really delivered. They all 
received various critical brick-brats, but 
compare them to the films that earned 
critical kudos—e.g., EVITA—and you 
realize the genre is much better than it's 
given credit for. 

All that was missing were some great 
intellectual offerings to balance the 
bombast. (There were some of these, 
too, but you had to track them down at 
the art house level.) 1996 should have 
been a great year for cinefantastique. 
However, two of the most unique and 
imaginative genre films slated for release 
were delayed until 1997. Both of these 
receive major coverage this issue: David 
Cronenberg's CRASH and David Lynch’s 
LOST HIGHWAY. Both Cronenberg and 
Lynch have had their brush with high- 
profile studio filmmaking; it’s unfortunate 
that the commercial prospects of their 
current, independent work require 
juggling release dates out of the way of 
bigger films. But whatever their 
distribution travails, the quality of both 
films is reassuring, proving that two of 
cinema’s greatest visionaries still have 
something new to show us. 

Steve Biodrowski 

‘The Magazine with a Sense of Wonder” APRIL 19V7 
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4 Release schedule: this month s genre films 

5 Hollywood gothic: news and notes 
Jodie Foster makes first CONTACT in the new film directed by 
Robert Zemeckis; Paul Verhoeven portrays Robert Heinlein’s 
"fascistic" future in STARSHIP TROOPERS. 

7 “THE HUNGER” 
If you have an appetite for horror, then check out the pilot episode 
of the new Showtime adult fantasy series from Ridley and Tony 
Scott. / Preview by Alan Jones 

8 “Anaconda” 
Jon Voight (DELIVERANCE) negotiates another river wild, this 
time pursued by lethal constrictors of mythic magnitude. 
Article by Douglas Eby 

10 Illegal aliens: “Men in black” 
Border patrol was never like this—Tommy Lee Jones and Will 
Smith track E.T.s of a different kind. / Preview by Judd Hollander 

12 Visit to a “Dark planet” 
The producers of PROJECT: SHADOWCHASERS try to launch a 
low-budget feature franchise, starring Michael York. 
On-set report by Chuck Wagner 

14 The making of “Space truckers" 
REANIMATOR’s Stuart Gordon directs his biggest film yet—an 
action-packed science-fiction adventure set in a realistic-looking, 
working-class future. /Articles by Dennis Fischer and Alan Jones 

26 David Cronenberg goes “Crash” 
An in-depth discussion with the cerebral auteur on his adaptation 
of J.G. Ballard's cult classic. / Interview by Paul Wardle 

32 David lynch navigates the “Lost highway” 
The story behind the making of the director's latest outre opus; 
plus, a profile of the film's “Mystery Man," actor Robert Blake. 
Articles by Frederick C. Szebin & Steve Biodrowski 

42 Going for the gold: genre oscar winners 
Once all but shut out from consideration, science-fiction, fantasy, 
and horror films begin to make in-roads to the major awards; also 
we give our picks for Oscar consideration. 
Retrospective by Mike Lyons 

46 The best of 1996: The year in review 
With Oscar season turning our thoughts to the best of last year, 
we take the opportunity to offer our Top Ten picks—in feature 
films, soundtracks, laser discs, and direct-to-video. 

54 Reviews 
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The World Animation Celebration runs March 24-30 at 
Los Angeles' Pasadena Civic Center. Events include a 
celebration ot Japanese anime. a tribute to the "Outlaws 
ot Animation” like Mike Judge and John Kricfalusi. For 
details call 818-991-2884. tax 818-991-3773 or e-mail at 
animag@aol com or click into http://www.animag.com 

Cats Dont 
Dance (Warners)_March 28 
Turner Feature Animation's first release is a tribute to the 
golden era of movie musicals. A joint venture with David 
Kirschner productions (THE PAGE MASTER), the film 
has some top vocal talent (Scott Bakula. Natalie Cole, 
Kathy Najimy) and a musical score by Randy Newman 
(JAMES AND THE GIANT PEACH). SEE CFQ 27:6. 

CRASH (Fine Line)_ March 21 
David Cronenberg's opus reaches U.S. screens five 
months late. A 1996 release was scrapped after Ted 
Turner (who owned Fine Line's parent company New 
Line) attacked the film. The controversy may be a public¬ 
ity bonanza but Cronenberg tears the March release may 
hurt the film. "I have no quarrel with New Line or Fine 
Line.” he claimed. They were prevented from releasing 
the film by Turner. It was originally supposed to be re¬ 
leased Oct 4th, as it was in Canada, and when it was de¬ 
layed, l was very upset. I agreed that November and De¬ 
cember were not good months, so we moved it to 1997, 
but there's no way I can compare [what it will do in the 
U S ] except by what it did in Canada and we were the 
number one film in Canada.” SEE PAGE 26. Paul Wardle 

KISSED (Orion) April 11 
This amazing debut from Canadian director Lynne Stop- 
kewich portrays an unusual yoing woman (Molly Parker) who 
achieves spiritual bliss by communing with the dead, in a 
carnal way. Don't let the necrophile subject matter scare 
you away from this brave, fascinating effort, SEE PAGE 5. 

Liar Liar (Universal) March 24 
Jim Carrey reteams with ACE VENTURA director Tom 
Shadyac (THE NUTTY PROFESSOR). Carrey plays 
Fletcher Reid, a fast talking attorney and habitual liar. 
When his son Max (Justin Cooper) blows out the candles 
on his birthday cake, he has just one wish—that his dad 
would stop lying for 24 hours. When the wish miraculous¬ 
ly comes true. Fletcher's big mouth suddenly becomes a 
big liability, and comedy ensues. Swoosie Kurtz, Jennifer 
Tilly, Cary Elwes. and Amanda Donohoe co-star. 

Upcoming cinefantastique at a 
glance, along with a word or two 

for the discriminating viewer. 
complied by Jay Stevenson 

(unless otherwise noted) 

LOST Highway (October) Now playing 
David Lynch's new film hit the road on February 28. Don't 
miss it SEE PAGE 32. 

Return OF THE JEDI (Fox) March 7 
Did anybody really want this to return? SEE CFQ 28:8. 

Turbo: A Power Rangers 
Adventure (Fox) March 21 

The first film did well, though not as well as TEENAGE 
MUTANT NINJA TURTLES. Let's face it part ot whatever 
limited charm the series had was its rubber-suited mon¬ 
sters battling colorfully clad heroes. The switch to CGI ef¬ 
fects may have made the feature look more polished on 
the big screen, but it destroyed much of the campy fun. 
It's a shame that this particular franchise, which began as 
a Japanese TV show, should get a second shot at a na¬ 
tional theatrical release while the current GAMERA and 
GODZILLA efforts are available only on import video. 

The Warrior of 
WAVERLY Street (Trimark) April 11 
Manny Coto (DR. GIGGLES) wrote and directed this 
family fantasy, in which a young man discovers a suit 
which empowers him to fight off an alien invasion. A 
previously announced summer release was 
scrapped—but instead of rescheduling for the Fall, Tri¬ 
mark pushed the film all the way back to April. The offi¬ 
cial explanation: the price of commercial air time dou¬ 
bled during the presidential election, and the indepen¬ 
dent company's publicity budget could not afford the ex¬ 
tra charge. Let's hope they put those advertising dollars 
to good use now that Bill Clinton's back in the white 
house, not interfering with their distribution plans. 
Joseph Mazello (JURASSIC PARK) stars. SEE CFQ 

EAGERLY AWAITED 

Memorial Day 

Animation celebration March 24 

The Lost World (Universal) 
‘What I wish to propose is that complex animals 
become extinct not because of a change in their 
physical adaptation to their environment, but be¬ 
cause of their behavior. I would suggest that the 
latest thinking in chaos theory, or nonlinear dynam¬ 
ics, provides tantalizing hints to how this happens. 
It suggests to us that behavior of complex animals 
can change very rapidly, and not always for the 
better. It suggests that behavior can cease to be 
responsive to the environment, and lead to decline 
and death. It suggests that animals may stop 
adapting. Is this what happened to the dinosaurs? 
Is this the true cause of their disappearance? We 
may never know ..." 

So speaks Dr. Ian Malcolm in the beginning of 
Michael Crichton's The Lost World, his sequel to 
Jurassic Park. The doctor gets a chance to test his 
theory when a rich paleontologist proposes funding 
an expedition to track down reports of surviving di* 
nosaurs in a ‘Lost World.” Malcolm knows that the 
sightings result from the genetically-engineered rep¬ 
tiles at Jurassic Park on Isla Nublar. When the sight¬ 
ings continue, however, a year after the destruction of 
the park, Malcolm joins the expedition, hoping that 
this Lost World, discovered on Isla Soma, will provide 
a sort of natural laboratory to solve the riddle of ex¬ 
tinction. But there's another riddle: What is the con¬ 
nection between Isla Soma and Jurassic Park? 

The book, which was adapted for the screen by 
David Koepp, is an entertaining sequel that forges a 
strong link without slavishly copying the original. 
Some of the elements are certainly familiar, but play¬ 
ing with the mystery of the relationship between Isla 
Soma and Isla Nublar keeps things interesting In¬ 
stead of predictable. And by focusing on the question 
of extinction, Crichton finds interesting new thematic 
material to mine, just as he used chaos theory and 
genetics to provide a subtext for Jurassic Park. In¬ 
stead of just rehashing a bunch of set-piece se¬ 
quences that would make a big summer movie. Crich¬ 
ton created a novel that very nearly stands on its own. 
With this kind of a solid basis. Stephen Spielberg's 
highly anticipated summer event movie, with Jeff Gol- 
blum reprising the role of Malcolm, could surpass the 
original. Let's just hope they do justice to the source. 
Julianne Moore. Richard Schiff. and Vince Vaughn 
co-star. 

NON-APOCALYPSE NOW 

The Fifth Element(Columbia) 
Bruce Willis (TWELVE MONKEYS) 
toplines a cast that includes Gary 
Oldman (BRAM STOK- 
ER'S DRACULA) and Ian Holm 
(ALIENS) in this science-fiction 
fantasy. The press notes promise 
an "amazing glimpse into a weirdly 
exotic, non-apocalyptic future” that 
tells a ‘timeless story about love 
and survival, heroes and villains” in 
which *a New York City cab dri¬ 
ver. . .becomes an unlikely hero 
when he is swept up in a battle be¬ 
tween good and the ultimate evil.” 
The script was written by director 
Luc Besson with Robert Mark Ka- 
men, from a story by Besson. 
Besson gained a high-profile in this 
country for directing the unbeliev¬ 
ably over-rated import LE FEMME 
NIKITA, then graduated to a rea¬ 
sonably entertaining American de¬ 
but. THE PROFESSIONAL 

May 9 
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Contact LOVING 
THE DEAD 

Robert Zemeckis directs Jodie Foster 
in a search for E. T intelligence. 

by Douglas Eby 

Under the direction of 
Robert Zemeckis (BACK 
TO THE FUTURE) and 
with a cast including Jodie 
Foster, Matthew Me- 
Conaughey, John Hurt, 
James Woods, Tom Sker- 
ritt, David Morse, Rob 
Lowe, and Angela Bas¬ 
sett, CONTACT will be 
the screen version of Carl 
Sagan's novel, set in 
1999. about a SETI radio 
telescope communica¬ 
tion from an alien civi¬ 
lization. Sagan died at 
the end of December 
from pneumonia related 
to a rare disease called 
myelodysplssia. The di¬ 
rector of Planetary Stud¬ 
ies at Cornell University 
and a consultant to 
NASA, he was a Pulitzer 
Prize-winning author, 
and had developed and 
hosted the award-winning PBS se¬ 
ries COSMOS. He was working on 
CONTACT as co-producer. 

One of the central sets is a 
spherical pod surrounded by a do¬ 
decahedron-shaped superstruc¬ 
ture. The pod is a vehicle whose 
design is from alien technology, 
based on the radio telescope com¬ 
munication from the star Vega. 
Producer Steve Starkey (DEATH 
BECOMES HER) explained, 
“When this message comes, it 
eventually gets deciphered by Ellie 
[Jodie Foster] and some experts. It 
turns out to be instructions to build 
a machine. Nobody knows what it 
is, and the materials, although 
made from things on Earth, have 
never been used before. So it’s 
alien technology with human con¬ 
struction. Theoretically, the ma¬ 
chine transports you somewhere, 
and no one knows how it's going to 
work. That’s what she finds out." 
Radio astronomer Ellie (Foster), 
leading the investigation of the 
coded signal, finds an ally in 
Palmer Joss (McConaughey), a 
spiritual scholar and high level 

J 

government advisor, and her jour¬ 
ney in the alien-designed machine 
reportedly has a profound meta¬ 
physical dimension. 

Based on SETI radio astrono¬ 
my, the alien radio message gets 
translated into a visual form—what 
Starkey refers to as hieroglyphics: 
"They’re presented on a video 

screen, which is the way 
they display sound now 
when they’re reading 
maps of the universe. By 
showing negative space 
and positive space at dif¬ 
ferent distances of what 
the sound is bouncing 
off of, that creates a col¬ 
ored pattern that scien¬ 
tists can then interpret. 
In this case, the hiero¬ 
glyphics are alien, so 
they get all the decryp¬ 
tion experts together, 
and eventually decipher 
it as instructions." 

Starkey credits the 
advanced techno look of 
the set to production 
designers Ed Verrezux 
(BACK TO THE FUTURE 
II and III) and Rick Carter 
(JURASSIC PARK), visu¬ 
al effects supervisor Ken 
Ralston (FORREST 
GUMP) along with director 
Zemeckis and others: "It 

was a team of people who came up 
with ideas, but a lot of what you 
see is described in the novel; the 
dodecahedron is in fact in the nov¬ 
el; it's just the whole machine that 
supports it is new, and how you ac¬ 
tually get inside the pod, and the 
action is different than what's in the 
novel." □ 

by Steve Biodrowski 

KISSED, scheduled by Ohon for 
release April It, is the surprisingly 
entertaining story of a young 
woman with a rather unusual 
predilection: she achieves a sort of 
transcendental—one might even 
say metaphysical—satisfaction from 
sexual coupling with male cadavers. 
As bizarre as this sounds, the film 
takes a decidedly non-exploitation 
approach to the material that wins 
over viewers not scared-off by the 
subject matter in the first place. 

Of the choice of subject matter, 
first time director, Lynne Stopkewich 
said. "The story came to me in a for¬ 
tuitous way. I was writing an original 
screenplay, and I was doing re¬ 
search into women’s erotica. I came 
across this anthology, with a short 
story called ‘We So Seldom Look on 
Love,’ by a Canadian author, Bar¬ 
bara Gowdy, on which KISSED was 
eventually based. The story kind of 
freaked me out, because necrophil¬ 
ia was not on the forefront of my 
mind at the time; in fact, I'd never 
even considered the concept. It 
shocked me. and at the same time I 
liked the character a lot. I shut the 
book and continued to write this 
completely different screenplay, but 
then the story and, more so, the 
character haunted me; I couldn't get 
her out of my mind. I started think¬ 
ing, 'If this is how the short story is 
working on me, imagine if it was 
made into a film!' I really thought the 
material was interesting because of 
the way it handled the subject mat¬ 
ter. It had a really ironic, humorous 
tone, but at the same time it didn't 
try to pass any moral judgement on 
the character, which was interesting 
and quite brave. At the center of the 
whole thing was the character: the 
short story is written in the first per¬ 
son as an internal monologue, so 
you really get inside her head. She 
is. in my mind, a sort of sexual mav¬ 
erick. And I've always been terrified 
of death, so I thought, ’Here’s a 
chance to really push the envelope! 
Not only am I going to have to do a 
bunch of research into the funeral 
industry and embalming, but this 
woman literally makes love to dead 
guys.' I thought I could create a film 
that—regardless of whether it 
worked or didn't—somehow, some¬ 
where, there would be some people 
out there interested to see it." □ 

Short Notes 
Coming off the opening weekend success of THE RELIC, producer Gale 
Anne Hurd already has another genre project in development. MGM has ac¬ 
quired the science-fiction script SUBMERGED, by Todd Slavkin and Darren 
Swimmer, for her. The story is set 20 years in the future, after an earthquake 
has submerged Los Angeles. A Speaking of THE RELIC, that film’s director. 
Peter Hyams, is scripting a film about a meteor on a collision course with 
Earth. This premise seems to be the next hot item after volcanoes. Hyams 
flick is the third such script in development. JJActor-turned- writer-director 
Peter Capaldi. who nabbed an Oscar for his brilliant short FRANZ KAFKA’S 
IT'S A WONDERFUL LIFE, has signed to helm his first feature, THE MAN 
WITH THE X-RAY EYES, for Columbia Pictures. The script will be based on 
a story by Edmond Hamilton that was first published in 1946, about a news¬ 
paperman who develops X-ray vision. The film will have little to do with Roger 
Corman’s 1963 film of the same name. <A> Producer Chris Carter (THE X- 
FILES, MILLENNIUM) has announced that he will quit the Fox TV shows, af¬ 
ter the 1997-98 season, to concentrate on films. □ 

The novel by the late Carl Sagan, creator and host of the 
PBS series COSMOS, served as the basis for the film. 
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Starship Troopers 
Paul Verhoeven comes to grips with 

Robert Heinlein's vision of the future. 

"The book was attacked its fascistlc attitude," said Verhoeven. "We did not go 
away from that. The people in this society are not fascistlc, but the society is." 
Verhoeven directs Casper Van Dien (center) and Michael Ironside on the set. 

by Dan Persons 

Director Paul Verhoeven (RO- 
BOCOP, TOTAL RECALL) returns 
to the science fiction genre with an 
$80 million adaptation of Robert 
Heinlein's STARSHIP TROOP¬ 
ERS, which TriStar pictures is po¬ 
sitioning as a summer event flick. 
Starring Dina Meyer (DRAGON- 
HEART), Jake Busey (THE 
FRIGHTENERS), and Michael 
Ironside (TOTAL RECALL), the film 
is a reunion with many of his 
ROBOCOP cronies, including pro¬ 
ducer Jon Davison, screenwriter 
Ed Neumeier, and stop-mo¬ 
tion/CGI specialist Phil Tippett. 

If the determinedly ambivalent 
director seems an odd choice for 
Heinlein's resolutely Libertarian vi¬ 
sion of the future (Women in the 
military? Okay! Government-sanc¬ 
tioned. disciplinary floggings? 
Okay, too!), Verhoeven claimed he 
had a handle on it: “The book was 
attacked when it came out for its 
kind of fascistic attitude. We didn't 
go away from that: basically, we 
created a society which has this 
kind of Heinleinian set-up, and 
we re not saying to the audience 
that it’s wrong. There's a certain 
ambiguity in seeing this society. 
The people inside this society are 
not fascistic, but the society itself 
is, so you have to make up your 
mind if a society can be fascistic 
while its citizens are people that 
you like. The ambiguity is on an¬ 
other level than it was with BASIC 
INSTINCT or TOTAL RECALL. Ba¬ 
sically, it's a society that’s really 
cleaned up, like everybody would 
like it to be if you listened to the 

CFQ on Internet 
Stop by the CFQ Website 
for our on-going celebra¬ 
tion of all things sci-fi, hor¬ 
ror and fantasy. We’ll be 
adding new updates on a 
regular basis, so bookmark 
us and keep coming back! 

http://wwwxfq.com 
Also, if you have 

suggestions, comments or 
questions, e-mail us— 

mail@cfqxom 

politicians. It’s that type of society, 
where criminality is reigned in, 
where there's no drugs, where 
people in high school are back in 
uniform, where everybody thinks 
that mathematics are important to 
achieve something in life. 

“There's this kind of news re¬ 
port in the movie—like the news in 
ROBOCOP—but at the end of 

every item it asks, ‘Would you like 
to know more?' There’s a voice 
that says that, and you can either 
look at the next item, or you can go 
on looking at the movie again. But 
the question, 'Would you like to 
know more?’ is also, Do you ac¬ 
cept this? Do you want this? Do 
you accept this society; do you 
want this society?’" 

Mortal Kombat II 
by Alan Jones 

Because the movie version of MORTAL KOMBAT was such a huge box 
office hit, taking $23.3 million in its first weekend (the second highest Au¬ 
gust opening in US film history), it was only a matter of time before a se¬ 
quel based on the phenomenally successful video game was put in front of 
the cameras. MORTAL KOMBAT: ANNIHILATION is that $30 million contin¬ 
uation, shot on location around the world in 85 days in Thailand, Jordan, Is¬ 
rael and North Wales, and based at London's gigantic Leavesden Studios, 
home to the new STAR WARS trilogy. Like MORTAL KOMBAT, ANNIHILA¬ 
TION is produced by Larry Kasanoff. formerly the President and co-founder 
of James Cameron's Lightstorm Entertainment, who said, “MK:A is not a 
sequel. It’s another chapter in an enormous myth that has captured the 
public's interest. Once we were certain there would be a second movie— 
roughly a month after the first was released -we had to make a choice. 
Should we make the same movie over again with the same story? Sure, it 
would open and do some business, so why not? Or should we take the far 
riskier route and try and make it better? We made a rule three months after 
MORTAL KOMBAT opened. No one was to congratulate themselves for its 
success. We could only talk about what we could improve. Anything that 
was less than excellent was gotten rid of. If we loved the writers, stories, lo¬ 
cations or people, they were back. If not.* □ 

Obituaries 
by Jay Stevenson 

Jordan Cronenweth 
The cinematographer of BLAOE 

RUNNER (1982) and ALTERED 
STATES (1980) died in Los Angles 
on November 29 of Parkinson's 
Disease. He was 61. 

Born in 1935, Jordan Cronen¬ 
weth. a respected director of pho¬ 
tography in the '70s, was diag¬ 
nosed with the disease in 1978, but 
he went on to do some of his best 
work in the '80s, including the two 
visually arresting science-fiction ef¬ 
forts mentioned above. In particu¬ 
lar. BLADE RUNNER was an influ¬ 
ential film, establishing a new look 
for futuristic science-fiction. Cro¬ 
nenweth earned a British Academy 
Award for his work on this film. 

Jack Nance 
The star of David Lynch's first 

feature film, ERASERHEAD, died 
in January. He had been hit on the 
head during a fight, and was found 
dead the next morning. 

A cult figure because of his ap¬ 
pearance in the Lynch film, he went 
on to star in several low-budget 
horror efforts, such as GHOULIES. 
He also became a sort of repertory 
member of the unofficial David 
Lynch stock company. He appeared 
in several other Lynch efforts, such 
as BLUE VELVET, WILD AT 
HEART, and the well regarded but 
short lived television series TWIN 
PEAKS. Fittingly, his last role was 
also in a film for the director that 
launched his career: Jack Nance 
had a small role in Lynch’s LOST 
HIGHWAY, which opened in Febru¬ 
ary. □ 

Production Starts 
Ants 
Woody Allen lends his voice to this 
animated effort from Dreamworks. 

CHUPACABRA: 
Blood Hunt; 
The hottest urban legend in Mexi¬ 
co for the last couple years be¬ 
comes the subject of a low-budget, 
no-name horror film. (The name 
translates as “goat-sucker"—a 
beast that has, in numerous al¬ 
legedly true accounts, been at¬ 
tacking live-stock in various re¬ 
gions of Mexico.) 

HELLBLOCK 13 
Gunnar Hansen (Leatherface in 
the original TEXAS CHAINSAW 
MASSACRE) stars in a low-budget 
horror effort filming in South Car¬ 
olina, under the direction of Paul 
Talbot. 
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THE HUNGER, an adult-oriented 
horror anthology series developed 
by Ridley and Tony Scott in con¬ 
junction with writer Jeff Fazio, 

debuts on Showtime in March, with a 90- 
minute pilot consisting of three episodes: 
“Menage A Trois,” directed by Jake Scott, 
Ridley’s son; “The Swords,” directed by 
Tony Scott; and “Necros,” directed by Rus¬ 
sell Mulcahy. Terence Stamp (SUPER¬ 
MAN II) hosts the series, which takes its ti¬ 
tle from Tony Scott’s 1980 feature debut. 

“Menage” stars Karen Black (TRILO¬ 
GY OF TERROR) as Miss Gati, a de¬ 
formed, wheelchair-bound woman, who 
transfers her soul to the body of her young 
nurse Steph (Lena Heady) to seduce her at¬ 
tractive gardener Jerry (Daniel Craig). As 
their sexual trysts turn sinister and violent, 
Jerry realizes something is wrong as the 
more irritable and tired Steph becomes, the 
more content and relaxed Miss Gati ap- 

Amanda Ryan and Balthazar Getty in "Swords," 
director Tony Scott's contribution to the three-part 

pilot. The series will consist of single episodes. 

Karen Black stars as the parasitic Mrs. Gati in "Menage A Trois," one of 
three half-hour episodes comprising the opening pilot of THE HUNGER. 

pears to be. 
Jake Scott, who has 

directed music videos 
and commercials, admits 
he was hedging his bets 
with ‘Menage A Trois.’ 
He said, “It was my long- 
form debut. Of course, 
I’d take the easiest option 
as there was no point in 
making it harder for my¬ 
self. Unlike my father, 
I’m not a special cffects-orientcd person, 
and I didn’t want to get bogged down in 
anything too ambitious. It’s straightfor¬ 
ward atmosphere I’m going for; not shocks 
so much as psychological creepiness. The 
use of syringes to inject morphine into 
Miss Gati is the most visceral stuff I sup¬ 
pose, deliberately so, to make the audience 
uncomfortable. But I do feel my episode is 
more a psychological-based thriller than 
anything else.” 

Regarding his genre influences, Jake 
added, “ROSEMARY’S BABY, 2001, and 
THE HAUNTING are my type of personal 
favorites. I prefer subtlety over blood-let¬ 
ting and head-ripping. There’s only one 
moment of violence in ’Menage A Trois,* 
and that’s where Miss Gati possesses Steph 
for the final time and throws Jerry around 
the room with the strength of several men. 
I’m aiming for a James Bond feel in this se¬ 
quence. You know, like the way Pussy Ga¬ 
lore beat up Bond in GOLDFINGER. Or 
the way Daryl Hannah fought Harrison 
Ford in BLADERUNNER. Hmmm! I think 
I may steal from that....” 

Karen Black (Oscar-nominated for 
FIVE EASY PIECES) was Scott’s only 
choice to play Miss Gati. “All of Karen’s 
performances have that something extra,” 

Preview by 
fflan Jones 

he explained. “I was looking for an actress 
who wouldn't just do the Gloria Swanson- 
SUNSET BOULEVARD recluse bit. Karen 
exudes an eccentricity in her manner and 
even her eyes that was perfect for the part. 
She also has a sexual aura about her as I 
didn’t want to make Miss Gati another 
hideous old hag. I wanted her to be an alive 
person whose disability is a rather sad fact 
of life. Sure, she’s monstrous, but not phys¬ 
ically—although there is a very eerie scene 
where we glimpse her deformed legs. I 
wanted audiences to have a startling experi¬ 
ence meeting her for the first time, not a de¬ 
pressing one.” 

He continued, “Karen has brought 
something to the story that 1 hadn't initially 
planned for, either: black comedy, in both 
senses of the first word! There’s a great 
deal of subtle humor in the script that 
Karen eases out and balances magnificent¬ 
ly. For my first dabble into film drama, I 
couldn’t have had a better, or more experi¬ 
enced lead actress.” 

Despite the hectic pace, Scott said he en¬ 
joyed it so much that he’s decided to direct 
another episode later in the series, titled 
“Your Tiny Hand Is Frozen.” He explained, 
“It’s is about a guy who falls in love with a 
telephone voice. It plays like a ghost story 
but just focuses on a man in a room bccom- 
ing more and more obsessed by this 
woman’s voice. His life literally stops for 
her calls and they eventually send him mad. 
It’s very Edgar Allan Poe.” □ 

Ridley and Tony Scott 
explore adult, erotic 
horror on Showtime. 



Jon Voight goes down the Amazon 
in search of a mythical serpent. 

By Douglas Eby 

ANACONDA—written by Hans Bauer, 
Jim Cash, Jack Epps Jr., and John M. Man- 
del—follows a documentary film crew 
searching for the legendary Shirishama In¬ 
dians in the Amazon. The cast includes Ice 
Cube (BOYZ N THE HOOD), Kari Wuhrer 
(THINNER), and Jennifer Lopez (MONEY 
TRAIN)—who was nicknamed “Selena- 
conda” by the real film crew, in honor of 
her new role as the slain Latina singer. An¬ 
other member of the expedition is plaved by 
Eric Stoltz (THE PROPHECY), who at one 
point is saved by adventurer Paul Sarone 
(Jon Voight, of MISSION IMPOSSIBLE), 
who goes on to commandeer their boat to 
go after the big snake. Luis Llosa (THE 
SPECIALIST) directed. Columbia plans an 
April 18 release date. 

Seeing the title character in operation, 
it’s easy to get a feel for one of the themes 
of the story: the threat of predatory beasts, 
in this case exotic ones—the largest killer 
snakes in the world. When it starts mov¬ 
ing, the 25-foot mechanical snake used at 
one of the locations makes one forget it is¬ 
n’t organic. 

Eric Stoltz (left) and Jon Voight (center) confer with 
director Luis Uosa on location for ANACONDA. 

Two mechanical snakes were built, in¬ 
cluding a 40-foot one. Members of the crew 
have commented on how naturalistic was 
their movement, which was based on study¬ 
ing real snakes. Walt Conti—whose credits 
include SEAQUEST DSV, THE ABYSS 
and the rattlesnake effects in MAVER¬ 
ICK—noted: “We watched a lot of videos 
of snakes to get the moves. Even though 
there’s this very large snake that's on the 
fringe of being believable—because it 
moves so snake-like, you buy it, instead of 
saying, ‘It’s just some alien creation.' 

Aboard a jungle boat, a film crew cruises the Amazon in search of a lost tribe; what they find is far deadlier. 

We’ve had to create and minia¬ 
turize very powerful joints, but 
it's not like creating a torso 
with arms—you basically have 
this very long chain of joints.” 

in addition to the mechani¬ 
cals, there were some real ana¬ 
condas for some shots; plus, di¬ 
rector Llosa noted, “For the 
main attack moments, we have 
computer graphic ones. The an- 
imatronic wouldn’t be able to 
do the main lunging and coil¬ 
ing. The anaconda basically 
wraps around you. and you sort 
of rotate with the animal while 
it’s squeezing. We don’t have 
the final effect yet, but from 
what I’ve seen, they’ve done a 
good job in matching the com¬ 
puter graphics to Walt Conti’s 
animatronics.” 

Going after the snake is the 
true mission of Sarone, who de¬ 
viously gains the documentary 
crew’s trust, promising to help 
them locate the secretive 
Shirishama. Speaking on the 
set—a barge on the FANTASY ISLAND la¬ 
goon at the Los Angeles County Arboretum, 
Voight said the character he plays “is quite 
an amazing personality. I think the studio 
publicity release is a perfect description: 
‘dangerous opportunist and man of the jun¬ 
gle’—that’s exactly right. The dangerous 
aspect is really fun for me in this picture. 
There is indicated in the script some 
shamanic aspect to the snakes, yet it’s all 
quite mysterious, because the character I 
play describes who the Shirishama are and 
what these snakes represent, and we can’t 
take seriously anything he says—he’s a 
dangerous character, and will lie quite easi¬ 
ly. There is a bit of mystery about these 
snakes and their purpose. The guardians of 
the Shirishama are these huge snakes, and 
as we get closer to this tribe, we confront 
the mother of the guardians, this great 
snake—very dangerous. We seem to be go¬ 
ing into terrain we shouldn’t be going into, 
forced by this character who wills it to be. 
There’s a part of the film where I take out a 



huge snake skin, and roll it out on the deck 
of this barge, and Ice Cube says, ‘They have 
snakes this big?’ and I say, ‘Whatever shed 
this skin has grown. But something like this 
has made a meal of our dead partner.’ And 
then Jennifer Lopez says, ‘Snakes don’t eat 
people.'And I say, ‘They don’t? Anacondas 
are a perfect killing machine; they strike, 
wrap around you, hold you tighter than your 
true love, and you get the privilege of hear¬ 
ing your bones break before the power of 
the embrace causes your veins to explode! 
Imagine capturing something like this alive! 
It’s worth a lot of money!’” 

Voighl noted that this is the first time he’s 
worked with an animatronic character: 
“They've done quite a brilliant job with this 
one. It has a strong personality. I just got 
whacked with it: I was doing a sequence 
where I was putting a hood around it to 
catch it, and as I was trying to move in, it 
moved and whacked me in the head. Now 
these things are very heavy pieces of ma¬ 
chinery, and it’s pretty dangerous. In some 

Left: Walt Conti's mechanical snake rears Its head. Above: Terri Flores (Jennifer 
Lopez) struggles to pull Danny (Ice Cube) from the clutches of the lethal anaconda. 

ways it’s a little bit of a relief 
that we’re on the last hours 
here of the shoot, because 
everyone has to be on their 
guard not to make silly mis¬ 
takes and to anticipate any¬ 
thing that might go wrong.” 

The majority of the principal 
photography was done in 
Brazil, a new location for most 
of the crew, including Voight: 
“Everyone talked about the 
heat you were going to en¬ 
counter, even though it was the 
rainy season, not the hot sea¬ 
son. It was quite stifling. Al¬ 
though I’m not a fellow who 
wears shorts, I just didn't wear 
very many clothes, and walked 
around the hotel like a vagrant, 
in makeup half the time, with 
my [prosthetic] scar.” 

After doing yet another 
scene in which she has to react 
to the threatening snake 

aboard the barge, Lopez, perhaps only half- 
jokingly, said with a laugh to her director, 
“Can’t you use my scream from last week?” 
She admitted the repetition can get old: 
“There’s so much reacting in this movie, 
that sometimes you just get tired of it. This 
is our last night of shooting, and it’s been 
four months—a tough gig. We were in 
Brazil about seven weeks. The whole thing 
was such a huge experience; you pretty 
much just have to give over to it. I think it 
really served the movie well to be in that sit¬ 
uation and to feel hopelessly trapped 
there—in the Amazon, in the middle of 
nowhere. It was pretty intense." 

One of Llosa’s chief concerns was being 
able to visually match the real jungle loca¬ 
tions with the L.A. Arboretum set, but the 
director said, “Kurt Pctrocelli, our produc¬ 
tion designer, did a very good job in terms 
of not seeing the difference. We jumped 
from the Amazon to the jungle we created 
in the Arboretum, and you still have the 
sense you’re deep in the jungle. Also, the 

idea was that as the film progresses, ihe jun¬ 
gle gets more claustrophobic, which lends a 
better sense of fear and terror to the charac¬ 
ters. So it worked out well, and we did most 
of that more claustrophobic jungle here.” 

Jon Voight concluded, “This picture has 
been an adventure. I’ve had enough experi¬ 
ence with films that I have a sense of what 
they’ll turn out to be, and it seems to me 
this one is going to do all the things we had 
hoped initially it might do. Each character 
in the piece is well-delineated—someone 
you care about.The film's going to take 
people on a tremendous adventure, with 
lots of suspense, lots of danger, and then 
it’s going to pay off very well—with all 
you might anticipate when you hear that 
there’s going to be an exploration into the 
far reaches of the Amazon that confronts a 
25-foot snake, then a 45-foot snake, at the 
waterfall of the Shirishama—that kind of 
magical thing.” □ 

Jon Voight stars as Paul Sarone, a mysterious “man 
of the jungle"—with his own personal agenda—who 
leads a documentary Him crew down the Amazon. 
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MEN IN BLACK: Tommy Lee Jones Is Agent Kay, who monitors the activity ol Illegal aliens—from outerspace, that is; Will 
Smith is Jay, a former New York City police officer recruited by Kay after stumbling upon an intergalactlc conspiracy. 

Barry 
By Judd Hollander 

Earth it seems, has become 
a focal point for alien activity. 
Alien merchants, diplomats, 
and tourists frequently stop 
here and (disguised as humans) 
freely intermingle with the 
natives. As long as they keep 
the peace, there is no trouble, 
but when any of them step out¬ 
side the law, the Men in Black 
step in. Oh yes, and they can’t 
let the population at large 
know what's going on. 

In MEN IN BLACK, the 
new film from director Barry 
Sonnenfeld, Will Smith plays 
Jay, a New York cop who 
stumbles upon a terrorist assas¬ 
sination plot. When the targets 
turn out to be two ambassadors 
from different worlds, he is 
recruited by Tommy Lee Jones 
as Kay, an agent of the Men in 
Black, to help prevent a inter¬ 
planetary war. Also involved 
are actress Linda Fiorentino 
(THE LAST SEDUCTION); 
actor Vincent D’onofrio (ED 
WOOD); screenwriter Ed 
Solomon (BILL & TED’S 
EXCELLENT ADVENTURE); 
production designer Bo Welch 
(EDWARD SCISSOR- 
HANDS); and special make-up 
effects artist Rick Baker (ED 
WOOD). The Film is based on 
the Lowell Cunningham comic 
books of the same name. 
Columbia plans a July 1997 
release. 

The film came about thanks 
to the efforts of producers 
Walter F. Parks and Laurie 
MacDonald. In 1992, the two, 
who were attracted to the 
books* premise of aliens walk¬ 
ing among us, optioned the 
rights to a graphic novel based 
on the series. (The comics 
themselves are reportedly based 
on an urban legend of aliens liv¬ 
ing on earth, being monitored 
by a mysterious government 
agency.) Speaking at a recent 



Sonnenfeld’s aliens have already invaded. 
press conference, Parks recalled 
that he wanted the audience to 
see the world in a different way. 
“If you drive by an all-night 
laundromat at three a.m., look 
inside and see someone seem¬ 
ingly mesmerized by the clothes 
going round, you’ll think ‘What 
planet are they from?’ This 
movie provides that answer.” 

MacDonald, pointed out 
M1B is a strange blend of com¬ 
edy, drama, action, adventure 
“with a high sense of the 
absurd,” and they both felt 
Barry Sonnenfeld was the per¬ 
fect man to direct the film. 
Sonnenfeld, who first saw the 
script while he was trying to 
develop GET SHORTY, side¬ 
stepped the alien question. “I 
don’t know if aliens exist or 
not. but I do know that if you 
sleep with your closet door 
closed and your head complete¬ 
ly under the covers, they can't 
find you.” He later admitted he 
hopes aliens do not exist (“they 
frighten me”). 

Like everyone else involved 
in MIB, what attracted him was 
the humor of the project. “I 
loved its sensibility...and I’ve 
always believed deeply in my 
heart that we, as humans, really 
don’t have a clue about what's 
going on. I wanted to make a 
movie that, in a light and fun 
sort of way, shows us that per¬ 
haps we really are: clueless.” 

One of his major contribu¬ 
tions was to take the script, 
which was originally set in Las 
Vegas, Washington, and 
Philadelphia, and switch the 
location to New York City 
because “aliens would be the 
most comfortable” in the Big 
Apple. “Then again” 
Sonnenfeld noted, “Maybe I 
just wanted to direct a movie 
[where 1 could) stay home.” 
Sonnenfeld also felt that GET 
SHORTY proved to be the per¬ 
fect training ground for MIB. 
“Is there a big difference 

not to move. It’s difficult for an 
actor to stand around in one 
spot like that. [When they’re 
there], the puppeteers take over 
the set.” 

Smith, a sci-fi veteran, 
thanks to INDEPENDENCE 
DAY, pointed out that it was 
Sonnenfeld’s vision that made 
the whole thing work. “His 
humor is so off balance and 
coming in from so many differ¬ 
ent angles. That’s really what 
the movie does. It will seesaw 
from some really scary dramatic 
moments, back into the comedy 
and within a comedic moment 
you're laughing, but it's really 
dark and scary.” 

To illustrate. Smith points to 
a scene where Jones blows a 
shopkeeper's head apart while 

between a movie about 
Hollywood and a movie about 
aliens? I don't think so.” 

That type of offbeat humor 
quickly endeared Sonnenfeld to 
the cast. Tommy Lee Jones, 
who admitted he has “no recog¬ 
nizable sense of humor,” noted 
he had a ball making the film, 
which was shot on location in 
New York and Los Angeles and 
on five soundstages at Sony 
Pictures during a 17-week peri¬ 
od, beginning in mid-March of 
1996. “It was like a kid going to 
summer camp,” said Jones. 
“Barry and Will kept me in a 
world of humor. I was laughing 
all day long.” Smith returned 
the praise, saying, “Tommy was 
one of the funniest people I ever 
met in my life. He did a great 

job blending comedy 
and keeping it serious.” 

Linda Fiorentino plays Dr. 
Laurel Weaver, a medical 
examiner who finds certain 
dead bodies are not what they 
appear to be. Fiorentino, who 
apparently won the role in a 
poker game (“He had a full 
house to my four of a kind”), 
loved the idea of switching to 
comedy after a series of hard- 
boiled films. She wound up 
having fun working with the 
various puppets and alien crea¬ 
tures, although working with 
non-human characters does cre¬ 
ate problems. “I did have this 
one scene [in the morgue) that 
was difficult because there 
were 15 puppeteers under the 
table, and they kept telling me 

The film, which opens July 2, 
features aliens by Hick Baker, 

given a comic, anarchic spin by 
director Barry Sonnenfeld (above). 

Smith looks on in horror. A 
moment later, the head grows 
back and the shopkeeper (actu¬ 
ally an alien dealing in stolen 
goods) screams to Jones, “Do 
you have any idea how much 
that stings?” Smith explains: 
“You could play that either 
way, and Barry picked that 
interesting place right in the 
middle [between comedy and 
drama]. The guy says it stings, 
and it really does sting—it’s not 
like a joke. No one’s playing 
comedy in the movie, and that’s 
what I really love about it.” □ 
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By Chuck Wagner 

Albert Magnoli 
goes from PURPLE 

RAIN to outer space. 

In tlie futuristic world of DARK PLANET, the devastating radioactive after¬ 
effects of six world wars have decimated moat of the Earth's population. 

On a set in the Front Street 
Studios in Burbank, California, 
rested a spaceship. Lights 
flashed on control panels while 
uniformed crew gave and took 
orders, and the results were all 
recorded on film. Michael 
York, Harley Jane Kozak, Paul 
Mercurio, and Maria Ford 
were playing out a drama in a 
“tin can.” The actors portrayed 
either Alphas (enhanced hu¬ 
mans) or Rebels (normal hu¬ 
mans or mutants)—battling 
factions from a nearly-de¬ 
stroyed Earth that have been 
thrown together aboard this 
one ship on a joint voyage to a 
recently discovered “dark 
planet,” which may hold the 
key to human survival. At that 
moment in the script, the ship 
was under outside threat from 
a field of 100,000 space mines 
blocking entry to a wormhole 
which led to the planet. 

The name of the film is 
DARK PLANET, written by J. 
Rcifel and produced by John 
Eyres and Barnet Bain for 
EGM Film International. A 
1997 release is planned, although no U.S. 
theatrical distribution is set at this time. 

The film is under the direction of Albert 
Magnoli, best known for directing the 
Artist Formerly Known as Prince in PUR¬ 
PLE RAIN. “My friend, Barnet Bain, 
who's producing the film with John Eyres, 
told me he was doing this extremely ambi¬ 
tious concept—which was to do three films 
back-to-back on a sound stage. I found that 
really appealing. At that point there was no 
real discussion that 1 was going to do one; it 
was just, ‘This is what I’m doing this sum¬ 
mer’ from Barnet. He had me come down 
and take a look at what he was doing, and I 
was immediately impressed with both the 
ambitious nature of the project and the fact 
that they were going to do the three of these 
things back-to-back, and essentially sets 
would be built and broken down and rebuilt 
for the next show. 

"Barnet had a series of scripts that were 
in various stages of development,” the di¬ 

rector added. “When I found out that my 
schedule was clear for this period of time, 
he sent me one of the scripts. It interested 
me. With a considerable amount of revi¬ 
sions [which Magnoli worked on himself 
without credit], we were able to get a pro¬ 
ject that we were all happy with. Then, be¬ 
fore you know it, we were all here slaving 
on the third film of the three.” 

The other two sci-fi films were TIME 
LOCK and THE APOCALYPSE. “This is 
not a large-budget film, obviously. But 
what’s really interesting is one’s ability to 
get as much out of the production as he pos¬ 
sibly can.” Indeed, the spaceship sets are 
built to be re-styled, rearranged and reused 
for many scenes, and the look of those sets 
belied the low budget. Though the film is in 
the less-than-$5 million range (approxi¬ 
mately $2-3 million for the production), the 
space ship internals were realistic—dense 
panels of flashing lights, controls, corridors, 
etc. To minimize the budget requirements, 

set construction went on in par¬ 
allel with the film shoot: the 
hammering stopped only when 
the call for “quiet!” rang out. 

At one of the consoles was 
Harley Jane Kozak, replete with 
short blonde hair and military 
uniform. She looked like an Al¬ 
pha, but: “I'm a mutant!” she 
explained during a break, smil¬ 
ing wryly. “We’re a sub-class. 
My character was born a mu¬ 
tant, but they replaced the dam¬ 
aged part of my cortex when 1 
was about seven years old and 
implanted a computer—which 
you don’t see because 1 don’t 
have it on yet.” She pointed to 
the spot on her neck where it 
would go. “They’re drying it 
with a blow-dryer right now. 
The effects of my character’s 
mutancy have pretty much been 
erased, except I do wear a com¬ 
puter—my boyfriend’s calling 
me ‘Computerhead’ now. And I 
have a little tiny allergic reac¬ 
tion to the glue.” Kozak’s char¬ 
acter has no special powers— 
the computer merely allows her 
to function. She compared her 
character’s state to that of her 
$5000 computer at home—Ap¬ 

ple had replaced failed components with 
used parts. But certainly, the comely Ms. 
Kozak bore no scar of “mutancy.” 

Paul Mercurio, whose Rebel character 
Anson Hawke sat beside Kozak’s during 
that scene, was originally a dancer-choreo¬ 
grapher who became famous in the film 
STRICTLY BALLROOM, then followed it 
with the S&M farce, EXIT TO EDEN. 
Mercurio was to do a space walk in an up¬ 
coming sequence. Mercurio explained, “It’s 
not really a walk. I believe I’m going to 
be...falling down the side of a spaceship. 
At this stage I have no idea what’s really 
happening. I know I’m outside the ship try¬ 
ing to get in. Now that may mean I’m walk¬ 
ing on the ground, or down the side of the 
ship, but obviously I’m going to have to do 
something kind of slow." 

Watching over it all—the filming, the set 
construction, and the effects which arrived 
on video tapes brought to the set—was 
John Eyres, the film’s producer and co- 
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founder of EGM. Eyres* per¬ 
sonal growth and evolution 
from British video chain owner 
to movie mini-mogul is an in¬ 
teresting tale itself, moving 
from Cardiff, Wales, to Holly¬ 
wood. “We made the first 
movie in Cardiff,” he recalled. 
“It was called GOODNIGHT, 
GOD BLESS. It was a little 
horror-suspense thing, shot on 
16 mm. After that, the team 
“made another movie in the UK 
that was pretty successful, a sci- 
fi film called PROJECT 
SHADOWCHASER. It did real 
well and we decided to move 
here! We set up EGM about 5 
years ago, and we've been mak¬ 
ing movies ever since.” 

Though EGM makes sci¬ 
ence-fiction films, this was not 
originally a creative choice. 
“When I started,” Eyres ex¬ 
plained, “I wasn’t particularly a 
genre-driven science fiction 
fan. It was a business decision, 
quite frankly, at the time, be¬ 
cause the genre is very well-ac¬ 
cepted throughout the world.” 

But now, Eyres enjoys the 
medium. With a good begin¬ 
ning behind him. Eyres builds 
toward the future. “Maryann 
Ridini and I arc working on a 
piece called THE RESURREC¬ 
TION—a screenplay I’ve had 
for about three years—which is 
a very big BLADE RUNNER- 
type film.” THE RESURREC¬ 
TION is a sequel to EGM’s suc¬ 
cessful PROJECT SHADOW- 
CHASER film. Beyond that: 
“We’re making a lot more 
movies—different types of gen¬ 
res, a whole slate of things. So 
we’ll be going in different di¬ 
rections: drama, suspense-ac¬ 
tion, action, sci-fi...I’m having 
a series of meetings on a Clive 
Barker piece.” 

If DARK PLANET becomes 
a success, wilt it too become a 
franchise, like PROJECT: 
SHADOWCHASER did? “In 
fact, during the revisions of 
DARK PLANET, we obviously 
have built in the sequel now,” 
said director Magnoli. “Depend¬ 
ing on what John Eyres decides, 
they will probably be doing the 
sequel.” Will Magnoli direct the 
DARK PLANET sequel? “I’d 
be very interested in doing it. I 
actually have a project that is 
kind of firm right now, but it’s 
probably going to take 2-4 
months to finance it.” □ 

The star of LOGAN’S RUN returns 
to the genre in DARK PLANET. 

In the future world of DARK PLANET, Michael 
York (LOGAN'S RUN) plays an Alpha—a 

genetically enhanced human. 

Front Street Studios are 
not ideally situated. Bounded 
on the north by the busy 1-5 
Freeway and on the south by 
active railroad tracks and a 
wood processing plant, they 
can be noisy. Undaunted by 
cars, trains, or wood planes, 
work goes on there. October 
2, 1996 found the spaceship 
set of the movie DARK 
PLANET within one of the 
Front Street buildings. Albert 
Magnoli, the director, was in 
charge of the proceedings. But 
in charge of the scene was 
Michael York. 

York’s character. Captain 
Winter, is an Alpha—a geneti¬ 
cally enhanced human in a 
scenario in which Earth soci¬ 
ety has nearly been wiped out. 
York himself required little 
enhancement. He appeared at 
a glance to be no older than 
when he starred in LOGAN’S 
RUN over twenty years ago. 
But he is not the product of artifi¬ 
cial enhancement. “I was born in 
the country north of Oxford,” York 
said. “I moved around a bit and 
then, of course, like many people 
ended up in London. It’s a very 
small country.” York’s formal 
training was for the stage. “I was a 
member of the National Theater 
Company. Before that. I’d been in 
the usual repertories.” 

But stage craft is purely linear. 
The part moves along through a 
night's performance. In film, take 
after take may be necessary, with 
long breaks in between. That day, 
York spent hours in the warm, 
cramped spacecraft set, sitting or 
standing in his crew scat, deliver¬ 
ing the same lines over and over— 
very different from the freedom of 
the stage. “I’ve always learned by 
doing," the actor said. “Of course 
it’s another way of life. But you al¬ 
ways think of the end result. It’s a 
question also of temperament. For 

some people the theater is an ab¬ 
solute grind. You rehearse and then 
you do it. You do it and you do it 
and you do it. Whereas here, the 
great thing is every moment is a 
new adventure. Something new is 
always happening. Film has this 
organic life. You have a script, but 
once you put director, actors, 
script, and setting together you get 
a chemical reaction. You come out 
with maybe something you weren't 
anticipating at the beginning— 
which is always very exciting. And 
the characters grow. It’s always a 
good moment when the character 
starts taking you over, dictating 
how it wants to be played.” 

York has had that chemistry 
work on many past films: LO¬ 
GAN’S RUN, THE THREE (and 
FOUR) MUSKETEERS, to name 
a few. Did he feel it working with 
Albert Magnoli on DARK PLAN¬ 
ET? “Yes, he's terrific!” York said 
with sudden enthusiasm. Indeed, 

York seemed to enjoy the 
work. 

But Michael York is re¬ 
membered for more than just 
his fine portrayals—he’s also 
renowned for his swashbuck¬ 
ling abilities—especially in 
Richard Lester’s Musketeer 
films. “I was pretty hot then, 
yes!” York said with a grin. 
“That was all me! My double 
had gotten injured.” Even 
now, York’s sword wrist and 
physique appear ready for an¬ 
other duel; perhaps the next 
film will offer such a scene. 

York is a wide-spectrum 
actor. He doesn’t worry about 
titles: genre actor, Shake¬ 
spearean actor, costume actor, 
mainstream actor. “I’ve done 
everything. But of course 
LOGAN’S RUN was a very 
influential science-fiction 
film. It was made years ago. 
but I find that it still appeals 
to audiences.” 

Having appeared months ago in 
BABYLON 5 and now DARK 
PLANET, does York worry about 
type-casting? “Not at all,” he said. 
“At the moment I’m doing four 
films back-to-back. One is a come¬ 
dy with Mike Myers and Elizabeth 
Hurley. The day I finish this 1 go to 
Paris to do a French film with 
Roger Vadim, playing a Russian 
orchestra conductor. After that, I’m 
in Texas playing a southern gentle¬ 
man.” Wide-spectrum indeed! 
(Later he confided that he’d been 
shown the pilot script for AMERI¬ 
CAN GOTHIC, but they never got 
back to him. One can imagine how 
the show might’ve been with 
Michael York in it.) 

Ever the gentleman, York would 
not admit to having a favorite direc¬ 
tor. And to the question of which 
role or film of his is his favorite: 
“It’s too early to look back,” he 
said, with a sly smile, then added. 
“The next one.” Chuck Wagner 
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REANIMATOR director Stuart Gordon 
goes space truckin’ round the stars. 

Charles Dance as the villainous Captain Macanudo and Vernon Wells, as his 
henchman Cutt, pose with Stuart Gordon on the set of SPACE TRUCKERS. 

hen Stuart Gordon 
was a child, he 
dreamed of being 
an astronaut, but 

his poor eyesight put the ki¬ 
bosh on those plans. The 
closest he came was watch¬ 
ing Kubrick’s 2001: A 
SPACE ODYSSEY, which 
had a huge impact. “I still 
think that’s the best space 
movie ever made,” said Gor¬ 
don. “1 saw that movie about 
100 times. I remember my 
reaction the first couple 
times I saw it was just a reli¬ 
gious experience. I mean 
that movie was just out 
there; it was pure cinema—it 
really speaks in images, al¬ 
most no words. There’s 
about 20 minutes of dia¬ 
logue in the whole movie. 
And the fact that Kubrick 
did as much homework as he 
did! The movie has not dated, 
and yet here we are almost at 
2001, and it still seems a very 
believable movie. The science 
in it is great." 

Gordon always wanted to di¬ 
rect a space movie that would 
follow the rules of space. "It 
sort of bothers me in STAR 
TREK that they walk around 
and there’s no sense of them be¬ 
ing in a spaceship," he said. He 
is also a fan of ALIEN, another 
solemn science fiction film, 
which conveyed the concept of 
future astronauts just being 
working class guys doing a job 
that happens to be in outer 
space. For SPACE TRUCK¬ 
ERS, he has combined the two 
influences and added a playful, 
twisted sense of humor. 

Unlike a lot of studio pic¬ 
tures, SPACE TRUCKERS had 
only one screenwriter, Ted 
Mann. Mann, who has worked 
on such series as CIVIL WARS 

and NYPD BLUE, concocted 
the story of independent space 
trucker John Canyon (Dennis 
Hopper) who transports geneti¬ 
cally engineered pork to the far 
reaches of the solar system 
when he is coerced by a corpo¬ 
ration into shipping a secret 
load past Earth's defenses to the 
home planet. He is joined in his 
quest by novice trucker Mike 
Pucci (Stephen Dorff) and wait¬ 
ress Cindy (Debi Mazar) after 
accidentally killing corporate 
flunky Keller (George Wendt). 

"Ted and 1 just knocked out 
the scenes of the story together, 
and he would go out and write a 
draft," Gordon explained. "We 
would go over it together, and 
make changes. It was done very 
much in tandem. We were both 
frustrated astronauts, so we 
were on the same wavelength. 
The trick came in later when we 

had to start dealing with the 
budget and realized that certain 
sequences as written would not 
be affordable, so Ted and I 
would go back and think about 
how could we do this simpler. 
Instead of having five locations, 
could we do the sequence in 
two?” 

According to Gordon, the 
solutions he and Mann found 
often improved the sequences. 
"For example,” he said, “in the 
earlier drafts, the InterPork 
henchmen hijack John Can¬ 
yon’s load, and there was this 
elaborate scene of him having 
to couple his rig to the back end 
of their booster and work his 
way across the cargo, break into 
the tow truck, where there’s a 
fight, and it ends up with one of 
these characters getting sucked 
out through the window. The 
sequence was very elaborate, 

and we realized that it was 
beyond us. 

"In the simplified ver¬ 
sion, we loved the idea of 
the guy going through the 
window and so we hung on¬ 
to that idea, but we reset the 
scene in the diner, and rather 
than it being the henchman, 
we made it into Keller, who 
is the major bad guy in the 
first third of the movie, the 
George Wendt character, and 
the sequence had a lot more 
impact as well, because it 
was somebody who really 
was a formidable adversary, 
rather than some minor char¬ 
acter that you don’t really 
know. It’s one of the best se¬ 
quences in the film, I think." 

This alteration "tightened 
everything that came after 
it," said Gordon. “It acceler¬ 

ated the action and the tensions 
and the urgency.” The charac¬ 
ters are now responsible for the 
death of a dispatcher from the 
corporation, so they are forced 
to go on the lam and have a lot 
more at stake. In the process of 
eluding the police, they run into 
a group of space pirates, led by 
their cyborg captain Macanudo 
(Charles Dance) and his hench¬ 
man Cutt (Vernon Wells), and 
eventually they discover that 
Canyon’s truck is harboring 
BMWs—Bio-Mechanical War¬ 
riors, which are part of a corpo¬ 
rate plot to take over the Earth. 

Once the story was in place, 
Gordon elaborately planned out 
how to visualize it unlike any 
previous space opera. To 
achieve this, he brought in a va¬ 
riety of artists like Ron Cobb, 
Berni Wrightson, Hajime So- 
rayama, and Bruce McCall. 
Bringing these visions together 
and designing the overall movie 
is first-time production designer 

14 



Above: Mike Pucci (Stephen Dorft), 
Cindy (Debi Mazar). and John 

Canyon (Oennis Hopper) in the cab 
of a space truck. Right: the “Hub,” 
an orbiting space station, displays 

the corporate InterPork logo. 

Simon Murton. “We deliberate¬ 
ly did not want to use other 
films as references,” Gordon 
explained. “Instead of going 
with a sterile, white NASA 
feeling, we went the opposite, 
into bright colors and a com¬ 
mercialized feel. In 2001, they 
built the wonderful set that 
spins 360 degrees. In our film 
that became the diner which 
looks like a Bob's Big Boy, so 
there’s the juxtaposition of sci¬ 
ence fiction and the familiar.” 

Another important element 
in the design of the film came 
from costume designer John 
Bloomfield (WATERWORLD). 
According to Gordon, they 
started by looking at the actual 
spacesuits. “We have a book 
called Space Gear; it went 
through the whole evolution of 
the space suit from a study 
point," he said. “We also want¬ 
ed the suit to look—rather than 
a real high-tech perfect suit— 
like a beat-up, used suit that 
John Canyon got with his used 
truck. It's like, when you 
change a tire: the gear you’ve 
got in your car is not pristine; 
it's well used and some of the 
pieces arc missing.” The result 
is a cross between a spacesuit 
and an old diving suit. “It’s re¬ 
ally a kind of clumsy, bulky- 
looking thing,” Gordon re¬ 
called, “and then he did a more 
modern, spiffed-up version for 
what the new models are like. 
They’re the slimmed-down, 



high-tech version.” 
Bloomfield did a lot with 

plastic. “We moved away from 
natural materials and went for a 
lot of bright colors and corpo¬ 
rate logos,” said Gordon. “The 
entire costume is covered in lo¬ 
gos, kind of taking this idea 
about how people wear logos 
on their clothes. Basically, the 
logo becomes the clothes. In 
this futuristic world, we are 
walking billboards. 

“He's a very witty designer,” 
Gordon continued. “A lot of the 
things he did were strange but 
familiar at the same time. You 
see a lot of things like cowboy 
hats and baseball caps and 
things that have been with us 
for a long time and will proba¬ 
bly be with us a few years from 
now, so that you can look at 
these guys and recognize them 
immediately as truck drivers, 
but they don’t look exactly like 
any truck drivers you've ever 
seen before.” 

m nee the film was written 
[and designed, it needed 
to be cast. Gordon se¬ 
lected Dennis Hopper to 

play John Canyon because he 
was a fan of Hopper’s work and 
because he needed someone 
who conveyed the impression 
of being a veteran of life, a 
quintessential maverick. Hop¬ 
per proved interested in playing 
a sympathetic character for a 
change. "Dennis Hopper has re¬ 
ally been quite wonderful," said 
Gordon, “because what he did 
from the very beginning is 
made it very clear that he want¬ 
ed John Canyon to be a real per¬ 
son. I felt that his decision was 
right on the money. He felt that 
there was so much stuff in the 
movie that was strange and fun¬ 

The space truckers battle legions of Bio-Mechanical Warriors (or BMWs 
tor short), designed by Hajime Sorayama. The robot legions, which 

John Canyon and his crew have been unwittingly transporting to planet 
Earth, are an invention of InterPork. designed to take over the world. 

ny and weird, that there had to 
be somebody in there who 
grounded it. He really under¬ 
played him and made him a 
very real guy and resisted get¬ 
ting too big with him, because 
if you do that, it’s like a parody 
of a parody and you end up with 
nothing. He wanted to be some¬ 
one who the audience could re¬ 
late to and think. This is me in 
this situation.’ It’s a very rich 
portrayal. The fear in something 
like this is that it could turn into 
something like SPACEBALLS. 
In order for there to be real ten¬ 
sion, there had to be characters 
that you cared about and were 
worried about, and Dennis was 
able to do that. 

“He contributed a lot of 
things,” Gordon added. “The 
hat he wears is something that 
Dennis came up with. The cos¬ 
tume designer had come up 
with a whole bunch of hats, and 
one of the hats that he made had 
a brim that would snap off so 
that you could wear it inside a 
space helmet. Dennis took a 

look at it and just unsnapped it 
and wore it like that, and the re¬ 
sult is a hat that looks very 
much like a rebel soldier’s in 
the Civil War when he wears it 
with the short brim, which I 
think really set up the sense that 
John Canyon was an indepen¬ 
dent trucker, a postmodern 
rebel. Visually, he’s telling us 
who this guy is. 

“One of best lines in the 
movie is something that Dennis 
came up with right on the set, 
that was not scripted at all: after 
they have made a daring escape 
Mike says, ‘That’s some of the 
best driving I ever saw.’ Dennis 
just turns to him and says, ‘Ped¬ 
al to the metal and played foot¬ 
sie with fate.’ The whole crew 
just sat there with their mouths 
hanging open, which was great. 

“He was very much there for 
us. He was also supportive of 
the whole process when there 
were those delays. Other movie 
stars would have gotten nervous 
and gone with another project 
or bailed, but Dennis stuck with 

us. Dennis brought in Stephen 
Dorff, and Stephen really idol¬ 
izes Dennis. Stephen had some 
questions whether a film called 
SPACE TRUCKERS would be 
a good career move, and Dennis 
said to him, ‘You can have fun 
with this,’ and they really kind 
of bonded in a kind of father- 
son relationship." 

Dorff (BACKSEAT) plays 
Mike Pucci, who makes a deal 
with Cindy the waitress that if 
he can gel her to Earth, she will 
marry him. “Stephen Dorff is 
like a young Dennis Hopper,” 
Gordon said. “In the story his 
character starts out wanting to 
work for the big corporation, 
but by the end of the movie he 
is an independent trucker. He 
becomes a young John Canyon. 
There’s even a line in the movie 
where John Canyon says, ‘I 
don’t want you to end up like 
me.' Stephen Dorff says, ‘Heav¬ 
en forbid.’At that point you 
know he will. 

“Stephen Dorff is like Den¬ 
nis in that he approaches things 
very realistically. If he can't be¬ 
lieve it, he can’t do it. He took 
what was a very sketchy char¬ 
acter in the script and fleshed 
him out to make him real. He 
caught on to what we’re going 
for. ‘White trash in space’ is 
how he put it, trailer park guys 
who arc in space.” 

Cindy is played by Dcbi 
Mazar (Spice in BATMAN 
FOREVER). Claimed Gordon, 
“I could actually say the part 
was written for her. Ted Mann 
and she worked together on a 
TV series called CIVIL WARS, 
where she played a secretary in 
a divorce attorney’s office. I 
used to watch the show and be¬ 
came a big fan of hers. When 
we were working on the first 

Mike (Stephen Dorff) and Cindy (Debl Mazar) celebrate with a little interstellar 
foreplay—a scene that goes BARBARELLA’s zero-gravity striptease one better. 
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DESIGN 
Creating a low-tech, 

working class future. 

The Interior of th« circular orbiting space station, reminiscent of 2001: A 
SPACE ODYSSEY, decorated to look like a Denny’s-type restaurant. 

ne of (he key members of 
the SPACE TRUCKERS 
staff is Simon Murton, an 
experienced art director 

making his debut as production de¬ 
signer with this film. In addition to 
previously working with Gordon on 
FORTRESS, Murton has provided 
designs for such films as THE 
CROW, STARGATE, and JUDGE 
DREDD. His father is English pro¬ 
duction designer Peter Murton, but 
Simon forsook England to come to 
the U.S. because of the greater op¬ 
portunities offered here. 

“My basic premise for what we 
did is that human beings—especial¬ 
ly Americans—don't like change 
too much,” explained Murton. “For 
example, the (space station’s] diner, 
which was a plagiarism of 2001— 
the big circular set, but of course 
we couldn't do that, so wc built just 
over a third. It was kind of funny to 
have this circular set with everyone 
strapped in and the food stuck 
down. By the side of the set you 
would have stunt men walking 
down these rubber mats, almost 
horizontal and walking down to 
vertical positions. It was very weird 
to watch, but it was nice to actually 
recreate a Denny’s or a Bob’s Big 
Boy—only it’s in space—and use 
the same colors, the same kind of 
feeling for the whole thing. Let’s 
face it, truckers, if they are driving 
across America or driving through 
space, are still going to be the same 
type of people." 

Murton likes to research his 
work, and so he and Gordon went 
to truck slops and examined books 
detailing spacecraft interiors and 
such. “I like to have a good refer¬ 
ence around me because usually 
truth is stranger than fiction,” 
Murton claimed. “I always like to 
try and keep a certain logic in 
there, so the background is very 
believable. Everyone is getting 
sick and tired of things like in 
2010, where everyone is inside of 

the Russian spaceship and every 
surface is covered with buttons. 
Let’s face it, even though it’s [vi¬ 
sually] boring, there’s going to be 
a lot fewer buttons. One pushes 
oneself to make it look interesting 
and to make it look believable.” 

That believability was abetted 
by pre-production “field trips," ac¬ 
cording to Stuart Gordon, who 
added, “Simon likes to do a lot of 
research, so before we started 
working on the movie we went to 
a truck stop, to a guy who sold 
trucks, and wc went to watch them 
unload container ships, what some 
people call ’seafaring trucking’ 
and ‘offshore trucking.’ The con¬ 
tainers that they bring are essen¬ 
tially truck trailers. What we dis¬ 
covered is that whole system, now 
accounting for 90% of all cargo, 
was invented by a trucking compa¬ 
ny. 

“The idea is that the unit for 
transporting goods is the trailer of 
a truck. So we decided in our 
movie to do the same thing. We 
said that these trailers are not go¬ 
ing to change; they are going to be 
the same in space as they are on 
earth, and instead of being pulled 
by ships, they’ll be pulled by rock¬ 
et-powered trucks. Watching the 
loading and unloading of them, the 
different colors of the containers, 
the enormous cranes and so on—it 
really helped us get a sense of the 
size that we were dealing with. Si¬ 
mon started doing the drawings 
based on that research." 

Set 200 years into the future, 
when mankind is colonizing the 
other planets and moons of the solar 
system, the film presents space as a 
frontier, like the old American West, 
and it’s the truckers who bring in 
the much-needed supplies. Gordon 
felt that the controls should be kept 
low tech, because these arc just 
working class joes doing their jobs. 
“The truck, for example, has all the 
controls of a truck,’’ said Gordon, 

“steering wheel and pedals on the 
floor for acceleration and breaking. 
Wc wanted an audience to look at 
this thing and say, *1 could drive 
that, it's not that far out.’” 

Gordon added, “One of the 
things we noticed about the way 
people deal with the future is that 
they want things to be recogniz¬ 
able and familiar, and to certain 
degrees, they will just make them¬ 
selves feel more comfortable. 
Even though in space there is no 
up or down, wc want one and we 
have to have one. You have to cre¬ 
ate those things just to maintain a 
sense of well being.” 

In designing Canyon’s truck¬ 
er’s cab, Murton explained, “I was 
trying to use the technology of the 
space shuttle and mix it in with 
what someone’s cabin was going 
to look like after three months in 
space, how it would be personal¬ 
ized and trashed. Would he wear 
clean socks, or would he wear 
socks at all? It was quite fun that 
way. 

“There was also a problem in 
shooting it in that you have three 
actors and a film crew in this small, 
cramped kind of area. 1 seem to re¬ 
member the d.p. complaining bit¬ 
terly about it, but I didn't feel— 
like for one space trucker—making 
the starship Enterprise bridge.” 

The space trucks in the film are 
rocket rigs that haul enormous 
loads throughout the solar system. 
“Apart from 2001, nobody has re¬ 
ally shown the solar system. 
Everyone has conveniently gone 
out a bit further. I would like to see 
more space movies that actually 
take place within the solar system,” 
said Murton. “Originally, it was 
going to be traveling across space, 
but wc all thought, ‘Let’s face it; 
even 300 years in the future, that 
was going to be ridiculous.’ Stuart 
wanted it to be 300 years in the fu¬ 
ture, and wc brought it back to 150 
years in the future. 

“Wc took inspiration from the 
big, long freight trains out here,” 
Murton continued. “I went for the 
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up with a look lor the pirate 
ship Regalia that could 
believably "swallow’1 

Canyon's two-mlle-long 
trucker rig. Above: an 

example of Murton’s low- 
tech view of the future. 

thrce-tiercd container in the Y- 
shuped configuration, because it 
made the interiors and the exteri¬ 
ors kind of interesting—we could 
do a trick where we turn the cam¬ 
era on its side and the actor looks 
like he's walking on one of the 
sides. It was a bit of a bother to 
work out the continuity some¬ 
times. You can design all these el¬ 
ements. but the character’s got to 
go from A to B to C. and whatever 
way they cut it, it has to be in a 
kind of logical progression." 

Gordon also wanted to ex¬ 
plore the idea of the future of pri¬ 
vate enterprise in space. “A com¬ 
pany is not going to spend that 
kind of money on exploration and 
settling space without putting a 
corporate logo on everything they 
touch," Gordon declared. “Rather 
than the silver and white sterile 
worlds you see in so many sci¬ 
ence fiction movies, you get just 
the opposite. We’ve made it col¬ 
orful and tacky. 

“Another thing we learned,” 
Gordon continued, “is that people 
get starved for color in space, be¬ 
cause you look out your window 
and all you see is black. One of 
the things we talked about is when 
they had the Skylab, the astro¬ 
nauts got so starved for color that 
they began watching the color 
bars on the TV screen. We decided 
to go with some really bright col¬ 
ors and that commercialization— 
that they would be selling stuff— 
so when you’re flying into the 
space station, this is what you'll 
see. a clutter. Not a well-designed 
space station, but a modular mess 
where stuff has just been added on 
and stuck on. 

“I also think it’s the way it 
would be in space, with everything 
modular. You would constantly 
send things up which would be 
added on, so it’s not like it’s just 
been designed by some master ar¬ 
chitect. It probably starts out as a 
much smaller thing they did. This 

is the first section that was there, 
and then all the rest of the stuff 
was added on to it and just stuck 
together and built onto it. 

“It’s funny, because we had 
some great designers on this 
movie, and I would have to say to 
them it should be badly designed, 
like the Mount Lakemore pro¬ 
jects—a mixture of styles, and 
there arc different places in the 
movie that you go to that each has 
its own style to it.” 

Former advertising and Nation¬ 
al Lampoon artist Bruce McCall 
designed most of the film’s satirical 
billboards and advertisements. Ac¬ 
cording to Murton, “We ended up 
really using Bruce for the signage 
and advertising and stuff, because 
he used to be a very big advertising 
art director. He came up with some 
really funny stuff. ‘Laxigo—Go, 
go, go with Laxigo.’ It’s nice hav¬ 
ing someone come in and just do 
that kind of stuff. He also came up 
with the Captain Macanudo look. 
Bruce throws these wonderful, 
crazy ideas together; he’s fun for 
that kind of look. It’s like driving 
along the highway with billboards, 
but we wanted to do it in space. 

Stuff like that made it work quite 
well. 1 would like to have seen 
more of it.” 

“The thing about creating a 
movie like this is that you are realty 
creating a whole world,” explained 
Gordon. "You get down to all the 
little details of that world. Some of 
the details 1 don't think really make 
it into the film because they are so 
small, unless you do a macro-close- 
up of a label on a packet of ciga¬ 
rettes. They put a sign that said, 
•These cigarettes will kill you. 
What do we have to say here?’ Or 
there is a sign in the hospital that 
says, ‘If you can pay, we can care.’ 
Little details like that.” For exam¬ 
ple, on the thousand dollar bills, the 
designers added a sticker good for a 
burger and fries at McDonald’s. 
The money is also labeled, “The 
United States of America, a Sub¬ 
sidiary of Tokyo Bank.” 

One of Murton’s important de¬ 
sign challenges was designing the 
interior and exterior of the space 
pirate ship, the Regalia, which was 
rendered in CGI by Electric Image. 
“I wanted to make this huge radical 
space liner that ends up looking 
like a massive U-boat. I felt very 

Space marines prepare to face the Bio Warriors on one of Murton’s glossier 
sets, contrasting with the used look of John Canyon's working class rig. 

1 * 

strong about doing it like a very 
retro, old rusty ocean liner type of 
thing. We know that things don’t 
rust in space, but at that point I did¬ 
n’t care, 1 just thought it was a very 
good looking design," said Mur¬ 
ton. “It was a really difficult design 
to do, because of what Ted Mann 
had written or what Stuart had 
come up with. This is the problem 
with a lot of shows: the director 
wants a parameter; it is written as 
another parameter; and confines of 
the budget or time arc another pa¬ 
rameter; and you have to try to 
punch them together and see what 
you come out with. Like Stuart al¬ 
ways wanted this rotating gravity 
type of thing; plus we needed to 
get the space truck into the Re¬ 
galia, and the truck is two miles 
long with all its containers, so it’s 
like ‘How the hell arc we going to 
come up with something that’s go¬ 
ing to work out and visually look 
good?' Eventually we came up 
with an Eiffel Tower on its side— 
that kind of rationalization.” 

Still, Murton has found design¬ 
ing SPACE TRUCKERS to be 
both a unique, enjoyable experi¬ 
ence. “I had a lot of fun with the 
movie,” he said. “I could do differ¬ 
ent things. It didn't have to be the 
normal sci-fi look; I think every¬ 
one is getting sick and tired of 
hardware—it’s been done to death. 
2001 and ALIEN still did it better 
than most people. This is why 
films like CITY OF THE LOST 
CHILDREN are so refreshing. 
That’s a bit industrial, but it had a 
certain style and look which was 
very cool. Unfortunately the story 
failed a bit, but the visuals and the 
action was pretty wild. 1 don't 
know if SPACE TRUCKERS does 
look like any other sci-fi movie, 
but it’s pretty wacky. The story it¬ 
self, about a space trucker hauling 
strange cargo, gave us the inspira¬ 
tion of doing normality here, but 
throwing curves and just doing 
some wacky stuff." Alan Jones 
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WORKING CLASS HERO 

“Dennis Hopper has really been wonderful,” 
said Stuart Gordon. “He really underplayed 
and resisted getting too big. He wanted to 

be someone the audience could relate to.” 

Director Stuart Gordon conlers with his star Dennis Hopper, who was happy 
to play a sympathetic leading character after years of psycho-villainy. 

couple of drafts, the part was 
very bland and uninteresting, 
and Ted and I were talking 
about some ways to develop the 
character, and at one point, one 
of us mentioned why don't we 
make it to Debi Mazar and from 
that point on, the part just took 
on a life of its own. She came in 
and read the part. There were no 
doubts that she should play that 
part." 

Gordon originally went with 
Ron Houser for the part of Cap¬ 
tain Macanudo, who has been 
partially disintegrated and re¬ 
built, his inner workings visible 
through a transparent plastic 
shell. But the actor was replaced 
partway into shooting. Explains 
Gordon. "He is a wonderful ac¬ 
tor, but it was one of those situa¬ 
tions where his style of acting 
was at odds with what everyone 
else was doing. While everyone 
else was trying to ground their 
performances for the audience, 
Ron went in the opposite direc¬ 
tion a bit." 

To replace him, Gordon went 
with Charles Dance, who had 
also been under consideration 
for the part. “Charles Dance was 
a happy accident, in a way,” 
Gordon recalls. “We were stay¬ 
ing at the same hotel as he was, 
in London, and ran into him in 
the lobby one day and described 
the movie, and he said, ‘Let me 
look at the script. About a week 
later, I got a call from him that 
he wanted to play Captain 
Macanudo. I found out later that 
he had liked the script but was¬ 
n't sure as this character was 
very different from anything 
that he had ever played before, 
and he showed it to his teenage 
daughter who said, ‘This is 
great. Dad. You should do this.' 
That convinced him. No one has 
ever seen him play comedy be¬ 
fore, and he's wonderful. He 
had to undergo four to six hours 
of makeup every day to play the 
part, but again, he found a way 
to humanize a character who 
could have been just a cartoon, 
and there is this almost sexy 
quality about him as well, even 
though he’s half man and half 
machine. There is still a charis¬ 
ma that comes through all that 
makeup. By the end of it, you 
really like him. It's funny, he 
saw the movie in Spain, and his 
wife said it was just terrible the 
character was not going to be 
around if there's a sequel. 1 said. 

‘Well, in this kind of movie, be¬ 
ing blown up does not mean you 
won’t be around for the se¬ 
quel.'” 

Also on hand is Barbara 
Crampton, who starred in Gor¬ 
don’s first few features. “Bar¬ 
bara Crampton is an old 
friend," he said. "We were try¬ 
ing to find an actress to play a 
very small but pivotal role, and 
we needed a sense that she and 
Debi Mazar were related to 
each other. Barbara is a won¬ 
derful mimic, and after spend¬ 
ing a little time with Debi, she 
was able to get the accent 
down, so the two of them 
seemed like they were two peas 
from the same pod." 

ith script, pre-produc¬ 
tion and cast apparent¬ 
ly in place, Gordon 
went to Ireland to 

shoot—when disaster seeming¬ 
ly struck. “We went to Ireland 
because we were promised half 
the budget from our investors 
provided we shot there,” Gor¬ 
don explained. “Then less than 
half a month before we started, 
it turned out the Irish producer 
who had promised us £7 million 

had only £2 million.” 
Gordon credits his American 

producers, Peter Newman and 
Greg Johnson, for not abandon¬ 
ing the project. "I assumed that 
was it,” said the director, “but 
they went out and scrambled and 
found other producers and the 
movie never even had to shut 
down. The Irish government 
helped the film, which was made 
under Section 35, by which the 
Irish government would put up a 
portion of the film's budget in 
exchange for filmmakers using 
Irish facilities and labor. But this 
was the first time that the gov¬ 
ernment ever granted two Sec¬ 
tion 35s. For the first Section 35 
we did not meet the terms, be¬ 
cause the producer had not pro¬ 
vided the correct amount of 
money. So the Irish government 
said. We will allow you to post 
a second time for new investors 
to help you complete the film.' A 
new producer, Morgan Sullivan, 
came on board, one of the most 
renowned Irish producers, and 
he straightened out the mess and 
got us back on track, along with 
Peter Newman and Greg John¬ 
son, and Guy Collins brought 
Goldcrest in with a lot of in¬ 

vestors. Goldcrest would only 
come in if we did all the post- 
production work in London, so 
this is the first movie where I 
had to do the post-production as 
well as production away from 
home. What was originally to 
have been a three-month stint 
became over a year abroad." 

Regarding working in the 
U.K., Gordon reported, "I like 
Ireland very much, and the 
crew was sensational. This was 
not an easy movie to make. 
Every single shot had some lev¬ 
el of difficulty—if it wasn’t ze¬ 
ro gravity, it was creatures or 
prosthetics or pyro. It was never 
just simply two people sitting in 
a shot. The schedule was not 
that different from an ordinary 
film. We had an eleven-week 
period, which is still pretty tight 
for a normal movie, and our 
crew was very disciplined and 
quick and had wonderful atti¬ 
tudes. There never was any 
grumbling or complaining." 

Murton remembers it a little 
bit differently. "There were a lot 
of moments when we thought it 
wasn’t going to make it,” he 
said. "I had to send out letters 
for me and my crew saying, * If 
we don’t get paid, we’re leav¬ 
ing.'That happened a couple of 
times, because sometimes we 
were three weeks in arrears, and 
they were trying desperately to 
bring money in. It certainly 
wasn't a very smooth road, but 
we fought hard enough and it 
came through. My hat goes off 
to the American producers who 
kept it going, when we thought, 
‘Well, that's it.’ What they went 
through would send a lot of oth¬ 
er people into the looney bin.” 

Initially the production re¬ 
jected Ireland's Ardmore Stu¬ 
dios because it did not have a 
stage large enough to encom¬ 
pass the scope of the produc¬ 
tion; however, it soon became 
apparent that Ardmore was the 
only true studio set-up in the 
country. Production designer 
Murton wanted a large stage for 
the Regalia interior. “I’m a 
great believer in using light to 
build a set,” he said. “If you 
can’t build it physically, we can 
use some good old theatrical 
tricks to make it work, and 
sometimes you need the space 
to throw light through stuff, and 
we didn’t have that [at Ard¬ 
more). We started looking in 
other areas. The only thing that 
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was big enough was these old 
ex-meat storage places; unfor¬ 
tunately, they ended up being a 
very dangerous site because 
they have all this insulation that 
was highly flammable. Some¬ 
one should have booked up 
Ardmore just in case, but we 
didn't because we thought we 
were going somewhere else, so 
time was wasted.” 

Gordon became concerned 
that if production did not begin 
on time, he might lose his cast. 
“Our start date would have to 
be pushed back about six 
months,” he recalled, “and our 
first reaction was, ‘We have 
commitments to people to start 
at a specific time,’ and so we 
explored other ways of making 
the film. One was converting a 
warehouse into a studio, and 
the space [available] was a 
huge meat carving facility with 
these gigantic refrigerators, 
which were about the size of a 
large sound stage. Unfortunate¬ 
ly, the costs of converting it 
would have been the whole 
budget of the film; also, the 
time to get it ready would take 
up the six months that we’d be 
waiting anyway to get into Ard¬ 
more, so we decided to use the 
extra time to work and plan 
some more.” 

/Otnolher key member of 
j/jjthe SPACE TRUCKERS 
mmj production team was 
yV Paul Gentry, an experi¬ 

enced effects man with films 
such as MUPPETCHRISTMAS 
CAROL, ADDAMS FAMILY, 
and THE LAST ACTION 
HERO to his credit. He had 
worked with David Allen on 
DOLLS and ROBOT JOX, and 
also worked previously with 
Gordon on FORTRESS and 
photographed the Iwerks inter¬ 
active ALIENS AT THE SPEED 
OF FRIGHT ride, which Gor¬ 
don directed.“Stuart thought 
the ALIENS ride film was a 
training ground, a dry run for 
SPACE TRUCKERS,” ex¬ 
plained Gentry. “A lot of things 
we did for SPACE TRUCK¬ 
ERS, we did on that ride. Stuart 
hadn’t a lot of experience with 
paramilitary soldiers firing 
weapons—you didn’t see those 
kinds of things in RE-ANIMA- 
TOR, so it was great. I intro¬ 
duced him to certain things 
which he didn’t know the cam¬ 
era could do, just little tricks of 

FAMILIAR FUTURE 

“In 2001, they built the set that spins 360 
degrees. In our film that became a diner like 

a Bob’s Big Boy, so there’s a juxtaposition 
of science fiction and the familiar.” 

Interruption of the rotation of the orbiting space diner creates some zero- 
gravity chaos for Canyon (Hopper) and one of the waitresses, Cindy (Mazar). 

the trade, such as the use of 
lighting strikes, which is a very 
basic tool of the industry, but 
it's interesting to use it in a bat¬ 
tle scene. Traditionally, lighting 
strikes are used to create light¬ 
ning effects. Of course, you can 
change the color of it, which 
makes it more the color of a 
gunflash, so you can have sev¬ 
eral lighting strikes going off in 
the background, and then you 
have soldiers firing in the fore¬ 
ground, and it makes it appear 
much bigger than it is because 
you have flashing all over the 
place. It creates a lot of excite¬ 
ment, and it’s something Stuart 
hadn't used before, and on top 
of that you throw in white 
frames in editorial.” 

One of the biggest problems 
faced by the special effects crew 
in SPACE TRUCKERS was ze¬ 
ro gravity, which, Gordon notes, 
“is something you don’t sec in 
too many space movies any 
more. It’s expensive and very 
time consuming, but we felt that 
it was important enough to 
spend the time to do it. Unlike 
Ron Howard, we couldn’t afford 
to send people up in the Vomit 
Comet and get real zero gravity, 
so we had to find another way to 
do it. Some of the solutions 

were very simple. Sometimes 
we used string; other times we 
would turn things upside down. 
The best solution sometimes 
was to have the actors play 
weightlessness, and we were 
able to convincingly portray 
weightlessness just by the way 
they moved their bodies." 

To assist with the weightless 
wire work, Gordon hired a stunt 
coordinator from A CHINESE 
GHOST STORY and POWER 
RANGERS, Koichi Sakamoto, 
who had done work in Hong 
Kong. Japan, and the United 
States, and who spoke English. 
Many of the stuntmen on the 
project were Asian martial 
artists and acrobats. “We had a 
perfect stunt team: Apple Stunts 
it’s called,” said Gordon. "They 
did some amazing things. We 
had a sequence where a guy 
takes a punch and flips end over 
end for 30 feet into a wall. This 
was all done right there live on 
the set. As a matter of fact, in 
terms of the zero gravity, there 
was very little in the way of op¬ 
tical effects.” 

Recalled Gentry, “Koichi 
and I did these augmented 
scenes of this whole battle going 
on. We had limited time, only 
four days, and we all realized 

we needed two weeks for this 
elaborate sequence because it’s 
so difficult setting up these stunt 
shots. One guy [Tatsuro Koike], 
absolutely the most fearless 
stunt guy I’ve seen, was slam¬ 
ming into this or that. He looked 
like he’d just broken his neck. 
You’d yell, 'Cut! Tatsuro, are 
you all right?’ You’d think he’s 
dead, and he’d just look up and 
smile. ‘That OK?' 

“It’s going to be hard to 
watch SPACE TRUCKERS and 
not see the same faces scene af¬ 
ter scene, doing any stunts that 
arc going on. Tatsuro we had in 
any costume imaginable—it 
was funny. You do things safely, 
and with a certain amount of 
care, it takes time. These things 
can’t be rushed; it’s counterpro¬ 
ductive. We barely got through 
them by the skin of our teeth.” 

Since there was not a lot of 
money left over for wire re¬ 
moval, most of the wire work 
had to be hidden by the cine¬ 
matographer while on set. “I 
think it’s a testament to Mac 
Ahlberg, our cinematographer, 
who’s an expert at this,” said 
Gordon. “Part of the solution 
was built into the set design. Si¬ 
mon Murton was aware we’d 
have to hide wires, so he de¬ 
signed the set to have all kinds 
of strips on it. It fakes your eye 
out, allows the background to 
camouflage the wires.” 

“I wanted the lines in the set 
going the other way to make the 
sets look wider,” said Murton, 
“but they had the problem that 
they weren’t going to have 
enough money to do wire re¬ 
moval. Stuart wanted to do real¬ 
istic space freefall, and in reali¬ 
ty, we should have had the set 
on a gimbel, but we never had 
the money nor the time to do it 
properly, so we came up with 
something like the space shuttle 
where they have these velcro 
pads absolutely everywhere so 
they can stick things like cam¬ 
eras or paraphernalia to the 
walls to keep them from float¬ 
ing around and bumping into 
things. We just did all these ver¬ 
tical lines to help camouflage 
the cables. I’d say 70% of the 
time it works. The other 30% it 
didn’t. Sometimes you sec it; 
sometimes you don’t." 

Gordon employed simple 
misdirection to prevent viewers 
from spotting the wires. “When 
you’re looking at somebody 
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floating, the audience always 
looks above him for the wires," 
the director explained, “but if 
you shoot it upside down, tilt¬ 
ing the camera in some strange 
way, the wires are below, 
where you're not expecting to 
see them. There are a couple of 
shots in the movie where the 
wires are clearly visible—they 
are not hidden at all—but no¬ 
body has ever spotted them be¬ 
cause they arc looking in the 
wrong place. There are places 
where we did have to do some 
wire removal, but I think the to¬ 
tal number of wire removal 
shots in the whole movie was 
something like three, thanks to 
Mac and Simon's ingenuity, 
which saved us a fortune." 

Filming in Ireland proved a 
fairly copacetic experience. 
The shore of Dublin Bay end¬ 
ed up filling in for White 
Sands, New Mexico. The 
Dublin Civic Center, consid¬ 
ered an eyesore by the inhabi¬ 
tants because its modern de¬ 
sign clashes with the pastoral 
countryside, proved an idea lo¬ 
cation for a hospital scene. 
The Irish and English crew 
members largely got along, but 
the resumption of hostilities 
during post-production created 
some nervousness on the part 
of the director. 

As Gordon noted, “I was 
there when the truce was on, 
and it was really some of the 
best feeling between England 
and Ireland, and then right as 
we started post-production, the 
bombings started again. It was 
done outside of Ardmore in 
Ireland and also in London, 
and I was going back and forth 
between the two on a regular 
basis. There was a bombing 
about a block away from 
where the post-production 
house was in London, which 
was nerve-wracking. There 
were a lot of discussions be¬ 
cause half the crew was Irish 
and the other half English, and 
they had all been able to work 
together as a team, and all of 
this broke out again, and there 
were a lot of discussions how 
to solve this problem. As an 
American, this seemed like 
something that should be set¬ 
tled fairly easily, and they 
would look at me like I was an 
idiot. It is very complicated 
and there doesn't seem to be 
any easy answer.” 

HAJIME SORAYAMA 
Bio-Mechanical robot designer. Jt was while Hajime So- 

rayama, famed as the 
designer of sexy robots, 
was having his first 

show in Los Angeles at the 
Tamara Banc Gallery in the 
spring of 1994 that director 
Stuart Gordon contacted him 
on opening day and asked him 
to design SPACE TRUCK¬ 
ERS' biomechanical robot war¬ 
riors. One of the key images in 
the film is the moment when 
Captain Macanudo and his 
companions encounter the as- 
yet unfully formed menacing 
being for the first time: the em¬ 
bryonic warriors—created by 
Dr. Nabel (Charles Dance, in a 
dual role) to be phenomenally 
lethal, capable of wiping out 
legions of highly trained and 
well-equipped space marines— 
adorn the sides of the cargo 
hold like obscene crosses, from 
which mechanical tentacles 
sprout and upraised thighs 
quickly become legs. 

When asked what inspired 
his conception of the bio-engi¬ 
neered warriors, Sorayama re¬ 
sponded, “I imagined nautiluses. 
They have about 90 tentacle-like 
feelers and with these feelers they 
catch their food. When you think 
about that, isn’t it amazing? I ex¬ 
plained to Mr. Gordon how I came 
up with the idea when I drew the 
design of the Bio-Mechanical 
Warrior: In the past three to four 
years, I became very interested in 
the forms of plants’ roots, branch¬ 
es, organs of insects, tentacles of 
sea anemone, and [their similarity 
to] blood vessels such as arteries 
or veins. If they have their own 
wills and energy and move on 
their own. how amazing it must 
be! When 1 was drawing this, 1 
was imagining armory which is a 
combination of the organic body 
of plants or insects and high-tech 
metals and plastics. These tenta¬ 
cles work like radar or sensors. If 
there is some sound in the direc¬ 
tion of four o’clock, one tentacle 
moves in that direction." 

In creating his design, Soraya¬ 
ma had to keep in mind the rapid, 
fluid movements that were expect¬ 
ed of the BMWs. Indeed, by using 
female dancers in the roles, the 

Above: one of Hajime Sorayama’s 
design sketches lor the robot 

warriors. Inset: Sorayama. 

film docs manage to create 
menaces which arc both 
graceful and lightning quick 
in their lethalness. Still, what [. 
is drawn on a page cannot al¬ 
ways be reproduced on a 
soundstage. particularly if it 
has to be inhabited by human be¬ 
ings. "The image can’t always be 
reproduced in 3-D.” Sorayama ex¬ 
plained. "One hundred percent of 
the realization of my idea is almost 
impossible, so we have to find a 
way to compromise in the best 
way. The process of realization of 
the design came as a result of con¬ 
tinual compromises during its cre¬ 
ation.” 

Makeup surrealist and artist 
Screaming Mad George was given 
the difficult assignment of bringing 
Sorayama’s concepts to life. So¬ 
rayama commented on George's 
efforts, saying, “Screaming Mad 
George felt from the beginning 
that building a perfect realization 
of my design was just physically 
impossible, so he put great effort 
to make me realize this. The reali¬ 
ty is you have to learn to compro¬ 
mise, because it is almost impossi¬ 

ble to reproduce two-dimen¬ 
sional designs into three di¬ 
mensions exactly how we 
wish. I think Screaming Mad 
George did an excellent job, 
and I really appreciate his 
proper advice to me during the 
course of this project. I really 
would like to work with him 
again.” 

Sorayama has long held an 
interest in making films and 
relishes the challenge of work¬ 
ing on future film projects. “It 
makes me very excited and 
gives me ccstacy to have all 
those other people's help in 
making my fantasy come true,” 
he noted. Originally, he intend¬ 
ed to have a more hands-on ap¬ 
proach to the production of the 
BMWs, but he realized that it 
would be better to leave make¬ 

up effects to 
specialists who 
know that field 
while restricting 
his labors to 
what he does 
best: design. 

Overall, in as¬ 
sessing his ex¬ 
perience on the 
film, the artist 
noted, “There 
are many things 
I experienced 
for the first time. 

The whole experience was very 
new and fresh to me. Although I 
enjoyed the process of making it 
very much, I realized that the reali¬ 
ty of it was a lot of physical labor, a 
lot of sweat, and human wave tac¬ 
tics—c.g. psychological tensions— 
and that makes me a little sad.” 

Regarding the film itself, So¬ 
rayama noted. “I saw the premiere 
of the movie SPACE TRUCKERS 
in Tokyo in September. I enjoyed 
it very much and I am pleased so 
much. There arc many details that 
made me enjoy it. Mr. Gordon’s 
own world of retrospective reality 
in sci-fi movie-making is so 
unique.” Dennis Fischer 

(Special thanks to Miharu Ya¬ 
mamoto of ArtSpace in New York 
for relaying my questions for Mr. 
Sorayama and translating his re¬ 
sponses). 
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Optic Nerve provides PG-13 gore and mayhem. 

By Dennis Fischer 
On SPACE TRUCKERS 

John Vulich (whose compa¬ 
ny, Optic Nerve, had con¬ 
tributed to Gordon’s CAS¬ 
TLE FREAK) was brought 
in at the production design 
phase of the project. “At that 
point I was talking to them 
about doing all of the effects 
on the film,*’ he recalled. 
"We broke it down into three 
really major categories. 
There were dummies, all the 
dead bodies of the characters 
killed by these creatures, 
body effects; there were the 
creatures; and there was 
Macanudo, who was the 
main bad guy.** 

It was decided to break 
up the makeup effects chores. Greg Can- 
nom, who won the Academy Award for 
BRAM STOKER’S DRACULAand MRS. 
DOUBTFIRE, was selected to head the 
Macanudo design team, with his associate 
Scott Oshita taking care of all the on-site 
chores. Screaming Mad George wound up 
executing the Bio-Mechanical Warriors de¬ 
signed by Hajime Sorayama (see sidebar). 

All other makeup effects for the film 
were handled by Vulich’s Optic Nerve, with 
the on-site chores executed by technical 
makeup supervisor Mike Measimer, assist¬ 
ed by John Snyder. “Stuart knew we did the 
best gore in the business, so we ended up 
doing a lot of the gore-type stuff,” said 
Vulich. “He wanted something that had 
never been done before, and he also wanted 
to get away with a lesser rating. He wanted 
the visceral impact of serious gore, but he 
wanted it to be almost pretty in a way. So 
we had to figure out a way to make that 
work.” 

One bizarre effect created by Vulich was 
the genetically engineered, box-like, stack- 
able swine that John Canyon transports for 
UniPork. “That was always Stuart’s joke,” 
he said. "Wouldn’t it be funny if they were 
like pig boxes, so you could stack and max¬ 
imize their storage space, which I thought 
was a brilliant idea. 

“We made these pigs kind of square, go¬ 
ing back and forth design-wise. Simon 

Murton came up with his version of it, and 
then we sculpted it and sent Stuart off some 
Polaroids. He wanted everything to be 
squared, the nose, the eyes; he just wanted 
everything to echo the square shape, and 
since it was a cartoon film, I think they 
work fine. We tried to make the pigs as re¬ 
alistic as possible in texture and detail and 
paint job, with wrinkles and all that, but ul¬ 
timately, they arc square, and it’s a little bit 
of a cartoony concept and there’s only so 
far that you can go with it. There’s a little 
bit of that aspect, but I think in the context 
of that film, every project has its own re¬ 
quirements, and on this one, anything goes. 
It’s OK for them to be that way.” 

Originally, Optic Nerve planned to man¬ 
ufacture some 40 or 50 of the cubist porcine 
creatures, but in the interests of economy 
eventually settled for between 25 or 30 ex¬ 
teriors with four mechanically operated 
boars for closeups. “One of them was a ful¬ 
ly mechanized puppet with a lot of different 
lip snarls, tongue wiggling, nose, eye 
blinks, ears and all that,” explains Vulich. 
“Then there were two that maybe just had 
eye blinks and maybe another one that just 
had ear wiggles. There were different 
ranges of organization. The way it was sto- 
ryboarded, you really only see one where I 
think he’s supposed to be feeding it a hot 
dog, which is another Gordon joke. We had 
one that had to be really intricate to hold up 

for that.” 
Another makeup handled 

by Optic Nerve was the 
scene in which Keller gets 
sucked out a hole that gets 
blown in a window. “We 
had to do a head cast of 
George Wendt, and he actu¬ 
ally wasn’t available at the 
time, so we had one of the 
guys sculpt this agonized 
face going through the 
hole,” said Vulich. “That 
was one of those real quick 
cuts, so it was a simple pup¬ 
pet that didn’t require any 
mechanization or anything 
like that. It was one of those 
puppets that is really ideal 
because its eyes are closed, 
it’s making an expression, 
and there’s already some dy¬ 

namics there. One of the hardest things to 
do in our business is doing a mechanical 
puppet of a living person. It is very rare, 
it’s ever been done right, and it’s phenome¬ 
nally expensive. There is just something 
about the character of the eyes that is really 
hard to replicate, so it was one of those 
things where it was a good situation for us. 
You had a great expression, the eyes are 
closed, there are just some quick cuts of 
him slamming through there, so we de¬ 
signed this beanbag-like dummy of him, 
with a really rough armature and this mate¬ 
rial that collapsed in on itself and pulled 
through there. 

“We planned on doing it two different 
ways,” Vulich continued. “We wanted to 
start off with him and actually cut the set 
away, to make it look like he went through 
a small hole. Actually the hole is cut bigger 
than it is, but his clothing is hiding that. 
There’s a beat where he’s trapped in agony 
like that, and there’s a second beat and he 
gets sucked all the way through it, and at 
that point, it’s our dummy being pulled 
through it. It was just a matter of playing 
with the right materials we could get to col¬ 
lapse right and design the understructurc of 
the clothing that would just pull through 
with this collapsible armature. It was a little 
scissor-like thing.” 

Vulich has become a great believer in 
working with silicon rather than latex to 
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One of Optic Nerve's more bizarre makeup effects Is a 
female android whose face is pulled open to reveal a 
touch-tone keypad Inside the region of the mouth. 

achieve a more lifelike look. “We did the 
head in a silicon-type material because it 
has a more life-like texture, and punched 
in the hair, did a lot of detail," he said. “As 
usual, we end up putting two or three 
months of work into something you see for 
seven frames, but whether it’s seven 
frames or seven hundred, it has to hold up 
for that moment; otherwise, it’s useless. 
There are only so many shortcuts that you 
can take. In this case, the shortcut was we 
didn’t have to worry too much mechani¬ 
cally about what was going on, those ex¬ 
pressions, but cosmetically it had to look 
like him." 

Silicon is a much more lifelike material 
for makeup effects, but there are still prob¬ 
lems in terms of finding appropriate adhe¬ 
sives that will adhere to skin and silicon. “I 
think it’s got to be the next step 
in technology—makeup to get 
out of using foam latex, which 
is a wonderful material but also 
has a lot of limitations,” said 
Vulich. “Silicon, however, is 
more expensive, definitely, but 
you also find a lot less of a re¬ 
ject rate. The cost of material in 
any project is nowhere near as 
extensive as the cost of the la¬ 
bor involved. For what you’re 
getting out of it, I certainly 
think it’s worthwhile. You paint 
them with silicon and silicon 
chalking, like what you use to 
seal an aquarium. You thin that 
out and mix colors into it. It’s 
better than something like 
vinyl—they are really compara¬ 

ble lookwise, but vinyl when you paint it 
sometimes tends to bleed through after a 
few months.” 

Nevertheless, vinyl proved to be ex¬ 
actly the right material for one of the 
film’s more startling effects. “The dowa¬ 
ger, the woman in the bathroom that's a 
robot, that’s the other effect we did that’s 
similar to the George Wendt thing,” said 
Vulich. “That head we did in vinyl, be¬ 
cause we needed it to stretch 300-400%, 
so we pushed the envelope as far as plas¬ 
ticizing it as far as we could plasticize it 
before it just wouldn’t work any more. 
For that, silicon would have been a little 
trickier. Silicon is more durable in a 
denser state, it’s actually better lasting 
than vinyl, but vinyl is more flexible. 
You can’t plasticize the silicon because it 
tears a little easier. 

“This woman had a wonderful face, 
just really great,” Vulich continued. “We 
sculpted it with the eyes open, took a lot 
of great care to try and capture the char¬ 
acter and all that. She already had a nice 
big mouth to begin with. We also came 
up with a keypad. The keypad actually 
worked—you could hit a button and 
things would go off. Stuart even wanted 
to make a sound on set—he knew he’d 

replace the sound later—just something to 
lend a reality. We put a little beeper in it, a 
little Radio Shack kind of thing. We played 
around with different modes of plasticity, 
and 1 was amazed at how wide you could 
do this before it would rip apart. It seemed 
to work pretty well.” 

Optic Nerve was also assigned the task 
of depicting the victims of the Bio-Mechan¬ 
ical Warriors. “Stuart wanted something 
visceral but not gory,” recalled Vulich. “He 
wanted to go for—not necessarily a family 
picture, but something a little bit more 
wider in appeal. He knew he had to come 
up with something not bloody but almost 
pretty in a way. Somewhere, I came up with 
the idea of opalescent colors. I just theo¬ 
rized off the top of my head: let’s say it hit 
your atoms; it does something so different 

Optic Nerve built the UniPork swine that have been genetically 
engineered Into a squared-off shape, In order to maximize storage space. 

The dummy for George Wendt Is sucked out a 
window Into the vacuum of space. Quick cutting 

allowed for minimal mechanical articulation. 

to your atoms that it disembodies them and 
all of a sudden you see these opalescent 
colors, almost like what happens when you 
burnish metal and it has a blue opalescence, 
like tempered steel—almost like the reac¬ 
tion steel would have, but on your flesh, 
just something totally different happens, so 
you don’t see blood pouring out, you see all 
these kind of golds and greens and all these 
weird colors. 

“We did all these tests,” continued 
Vulich, “and it sounds like a ludicrous idea, 
but it actually looked interesting, like some¬ 
thing weird and molecular was going on, 
and Stuart seemed really pleased with that. 
It was just a matter of working with metallic 
powders and opalescent powders, all these 
different kinds of almost garish colors, and 
then we also experimented a lot with mixing 
these powders with things like Alka Seltzer 
and different foams and stuff like that to get 
it to foam up almost like it was disintegrat¬ 
ing. They also did some tests with computer 
graphics to mix in this look like everything 

is breaking up into balls, some¬ 
thing similar to LAWNMOW- 
ER MAN, that whatever cell 
structures that make up the 
body break up and keep getting 
smaller and smaller into this 
dust or foam. So instead of 
shredded meat and tissue, it was 
more like balls of green and 
metallic things, like we’re disin¬ 
tegrating these things. I think 
with the tone being a little bit 
more comic, these ideas work 
fine with it. It’s hard to say if it 
would work in a different con¬ 
text or not. It was just another 
example of trying to do some¬ 
thing different than what's been 
done before, which is really 
typical of Stuart’s work.” □ 

23 



VISUAL FX 
British CGI company 

leaps to the big screen. 
Charles Dance in makeup by Oscar* 

winner Greg Cannom. Cannom s work 
took from four to six hours to apply. 

aving finished post-pro¬ 
duction, SPACE TRUCK¬ 
ERS now must find its 
audience. It has been 

aided in this regard with good 
word of mouth from festival 
appearances, which is sched¬ 
uled to be followed by over¬ 
seas distribution early this 
year. “It was very well re¬ 
viewed at the Sitges Festi¬ 
val,” claimed Gordon. “It al¬ 
so played the Tokyo Festival; 
although I was not present 
there, the report 1 got was that 
it was very well received 
there—spontaneous applause 
and a lot of laughs.” 

Naturally, Gordon is con¬ 
cerned with how his film, 
w hich has yet to find a U.S. 
distributor, will be marketed. 
"We’re showing it to the stu¬ 
dios now and hoping we'll 
have our deal soon,” said 
Gordon. “It’s a strange 
movie, the largest-budgeted 
independent one in some 
time. I think we have to make 
the right deal for the picture; 
we can’t just give it away, be¬ 
cause it has a pretty big sized 
price tag on it. We have to 
find the right company who 
understands it, because it’s 
not your typical movie. It re¬ 
quires a very creative cam¬ 
paign to let people know 
what it is. I hear people say, 
is this an action movie or is it 
a comedy? The answer is yes. 
There has never been any¬ 
thing like this before, and that 
makes marketing people a lit¬ 
tle nervous.” 
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ritish CGI company Elec¬ 
tric Image, building on its 
13-year reputation for 
commercial advertising 

and broadcast work, takes a leap in¬ 
to the feature arena with SPACE 
TRUCKERS. The assignment 
came about because the company's 
digital effects supervisor Paul 
Docherty had a working relation¬ 
ship with the film’s special effects 
supervisor Brian Johnson (Acade¬ 
my Award winner for ALIEN and 
THE EMPIRE STRIKES BACK). 
Docherty said, "When Brian landed 
the assignment, there came the op¬ 
portunity for us to quote on it. We 
looked at it from every angle and 
realized it was unique in that it in¬ 
volved a certain amount of original 
3-D work plus a lot of composites 
like blue-/grccn-screen effects, 
lasers, people being blasted, mor¬ 
phed and melted. Our proposal also 
included a communications system 
between ourselves and Ireland. So 
we were able to answer problems in 
terms of the kind of work we’d 
done before but also with the right 
kind of communication between all 
factions.” 

Originally, director Stuart Gor¬ 
don wanted as many of the effects 
done in-camera as possible. But, 
Docherty noted, “The reasons for 
moving into the digital area are be¬ 
cause the advanced technology 
can solve a lot more problems than 
ever before. The level of detail and 
bclievability is much greater as the 
software improves on a month-by¬ 
month basis. The argument that 
digitals have a cartoon look is re¬ 
ceding as the technology inex¬ 
orably moves towards a greater re¬ 
alism. Now you can allow an im¬ 
age to spend a longer time on 
screen without sophisticated audi¬ 
ences ‘spotting the wires* so to 
speak. Most directors, especially 
those with no special effects 
knowledge, are turning towards 
digitals because it’s fast becoming 
the best way to help them tell their 
story.” 

Electric Image’s main task was 
to build the pirate spaceship, Re¬ 
galia. “The Regalia lurks in this 
scummy sea of asteroids waiting 
to prey on anything that comes 
near it, like the pirates of old," ex¬ 
plained Docherty. “The Regalia 

Special effects craw Faisal Karim, Paul Gantry and Steve Swttal pose 
before a blue-screen setup of the miniature of the Transgen moonbase. 

One of Electric Image's effects shots. 

crew—led by the bionic Captain 
Macanudo [Charles Dance]—take 
over another craft, dismantle it, 
and reform it into something else. 
The visual reference point for us 
was the James Bond movie where 
the front of a boat opens to scoop 
up its prey. Halfway through, the 
story, trucker John Canyon [Den¬ 
nis Hopper] and his pachyderm rig 
are captured by the Regalia be¬ 
cause they are escaping from the 
TransGcn company with an unusu¬ 
al cargo connected to Macanudo ” 

Simon Haddocks, head of ani¬ 
mation at Electric Image, came up 
with the design of the Regalia: 
“Basically, what 1 did was raid all 
the fantasy film magazines in spe¬ 
cialist shops—your own includ¬ 
ed—took out those old STAR 
WARS books and made a whole 
portfolio of designs, ‘Let’s take a 
bit of this, a bit of that—1 like this 
detail’—and that’s how we got 
there. It’s Captain Nemo’s Nautilus 
with an even more Gothic feel. 

“Scale was a bit of a worry,” 
Haddocks continued. "The Re¬ 
galia had to look like a huge 
spaceship—one of those colossal 
mile-long numbers that soars over 
the audience’s heads. That meant 
we had to have smaller windows. 
You do tend to sit at your worksta¬ 
tion for weeks on end adding de¬ 
tail and embellishing on textures. 
It had to look un-computcry. The 
good thing about the ship is it real¬ 
ly does look better on film—it’s 
slightly more contrasty in that 
medium. 1 like the fact that it looks 
like a vast bit of Victorian iron¬ 
work. That was an accident be- 



John Canyon’s Interplanetary rig blasts through flaming debris. This Is Electric Image’s first feature film work, after years of British television commercials. 

cause of the old pirate feel we 
went for. For example, we’ve giv¬ 
en the windows a yellowish glow 
rather than a white one to suggest 
the possibility of oil lamps lighting 
the interiors. There’s also this big 
skull design on the side, should 
anyone be in any doubt as to what 
craft it is. It's also docked in a belt 
of dark shiny asteroids. That, more 
than anything else, made us decide 
to go the digital route as black 
shiny asteroids are impossible to 
build as models whereas comput¬ 
ers can do it relatively easily.” 

If any one image influenced the 
design of the Regalia the most, it 
was the Nostromo ship in ALIEN, 
admitted Haddocks. He said, “It’s 
hard to imagine building some¬ 
thing like that on the computer be¬ 
cause there is just so much detail 
on that model. To be perfectly 
honest, there is only just enough 
detail on the Regalia. There’s only 
one machine at Electric Image that 
can render the whole spaceship at 
once—and we need 400 mega¬ 
bytes of on-line RAM just to do 
that. To render close-ups of it takes 
30 minutes a frame. If you take 
models from past space epics, it’s 
the stuff with all the barnacles 
that’s most fun. But we can’t sim¬ 
ply stick more model kit pieces on 
the side. Modelmakers can add de¬ 
tail without penalty; the computer 
animator can't. We always have to 
think in terms of how hard it is to 
render, but machines do double 
their speed every 18 months or so. 
A year ago we couldn’t have done 
this job. In a year’s time we could 
have done it far faster.” 

In all. Electric Image’s 15 
strong team had 100 different 
shots to accomplish. Because of 
this workload. Electric Image up¬ 
graded its Onyx multiprocessor 
super computer and brought in De- 
scrcct Logic ‘Inferno’ to add to the 
existing complement of high-end 
Silicon Graphics work stations 
running Wavefront ‘Explore’ soft¬ 
ware. Dochcrty said, ‘‘We decided 
to upgrade to ‘Inferno’ because of 
the higher resolutions and quality 
levels a feature film requires and 
because it is the best at providing 
us with a high-level multi-layer 
compositing system that not only 
runs in real time but also operates 
at resolutions for just about any 
large screen format." 

SPACE TRUCKERS finished 
principal shooting in October, 
1995, with seven months allotted to 
complete the special effects. To 
make things easier, the film was 
extensively storyboarded. Dochcr¬ 
ty said, “That way things could be 
prepared and started whilst the live 
action shoot was going on. We had 
enough skilled people to pre-plan 
every shot—so much so, in fact, 
we’ve had hardly any contact with 
Stuart Gordon—we’ve dealt solely 
with Brian Johnson and the other 
special effects supervisor, Paul 
Gentry. The problem with working 
on most feature films is that deci¬ 
sions are left to the last minute. We 
evened that process out greatly be¬ 
cause we were so well prepared.” 

Both Dochcrty and Haddocks 
were watchful about not getting 
carried away by the latest technol¬ 
ogy. Haddocks remarked, “We are 

all still fascinated by the digital 
technology to a large degree, and 
the danger is to overdo it. As long 
as the Regalia looks authentic, 
though. I’ll be happy. We met the 
guys in the Dublin model shop re¬ 
cently, and they said how relieved 
they were about not building the 
spaceship because of the mechan¬ 
ics involved. There’s a revolving 
centrifuge in the ship which would 
be a nightmare to create as a me¬ 
chanical model, whereas it’s a rel¬ 
atively simple process for us.” 

Docherty continued, “The ba¬ 
sic difference between computer 
work and miniature work is that 
we can build a model layer by lay¬ 
er to a very high degree of detail 
which can be seen pretty well at 
any angle necessary with com¬ 

plete control over lighting and 
texture. Traditionally, the minia¬ 
ture shop would have to build a 
series of different models for each 
shot, rig them separately, and then 
shoot them. What we’ve learned 
on our side is that in producing the 
Regalia as a computer model it’s 
very close to what it would take if 
you were doing it as a miniature, 
but the shooting is obviously easi¬ 
er than motion control. I feel 
we’ve used digital technology ap¬ 
propriately in SPACE TRUCK¬ 
ERS. It’s taking its place in the 
special effects canon as another 
tool to be used in completing the 
whole. And you still have to have 
artists at the work stations to give 
the technology the imaginative 
edge it needs.” Alan Jones 

A miniature setup ol the pachyderm. Canyon’s space truck. In the cargo bay. 



Despite the lack of futuristic technology, CRASH can be considered science 
fiction because of the “psychology of the people,” said Cronenberg. Above: 
Gabrlelle (Rosanna Arquette) contemplates future collisions. Below: James 

Ballard (James Spader) and Holly Hunter find their libido aroused after a wreck. 

The most audacious 

By Paul Wardle 
The release of a new film by 

David Cronenberg is always 
certain to be accompanied by 
widely divergent opinions from 
critics and viewers alike. Cro¬ 
nenberg has often been vilified 
for making disturbing or violent 
films, even by those who have 
no problem with the senseless 
carnage in the average slasher 
flick. Cronenberg’s films tend 
to affect viewers on a much 
deeper level. It has been said 
that he is actually making the 
same film over and over again, 
but a more poignant explana¬ 
tion might be that, despite the 
changes in characters, settings 
and plotlines, each film is con¬ 
sistent with his artistic vision, 
one that chooses to depict bio¬ 
logical horror or the human ele¬ 
ments of science fiction, and 
that his approach to filmmaking 
hits too chose to home for some 
people. 

Cronenberg’s latest work is 
an adaptation of the bizarre J.G. 
Ballard novel, CRASH. It’s one 
of the most controversial and 
talked-about films of 1996, po¬ 
larizing people into either lov¬ 
ing or hating it. It was given a 
special award for “audacity" at 
the Cannes Film Festival, and in 
July it opened to great critical 
and boxoffice success in France. 
In October, its Canadian release 
was also successful, though the 
advertisements were curiously 
worded: “Love it, Hate it. See 
it”—which demonstrates the 
difficulty Alliance Releasing 
(the Canadian distributor) faced 
in deciding how to market the 
film. 

Like many of David Cronen¬ 
berg’s films, CRASH is about 
obsession and the way in which 
it makes those who succumb to 
it outcasts from society, though 
not necessarily disliking that 
status. “They’ve all experi¬ 

enced car crashes,” the writ¬ 
er/director is quoted in the offi¬ 
cial press release, “which have 
somehow unleashed a kind of 
erotic imagery that surprises 
them. They try, each in their 
own way, to incorporate that in¬ 
to their lives.” 

The lead character is named 
after Ballard himself. He and 
his wife (played by James Spad¬ 
er and Deborah Unger) are jad¬ 
ed, emotionally bankrupt people 
who have an open marriage and 
try a variety of sexual devia¬ 
tions to regain some spark in 
their relationship. Their budding 
interest in automobiles as sex 
toys is intensified after Ballard 
experience an auto accident. 
Gradually, the viewer is intro¬ 
duced to a secret society of car 
fetishists, whose ringleader, 
Vaughan (Elias Koteas), is a so- 
ciopathic bisexual who stages 
famous celebrity crashes for the 
entertainment of like-minded 
individuals. Intense perfor¬ 
mances by Holly Hunter and 
Rosanna Arquette flesh-out the 
cast and add fascinating subtext 
to the barrenness created by the 
lead characters. Arquette’s char¬ 
acter is particularly enticing: a 
woman whose obsession with 
having sex in moving vehicles 
has resulted in serious injury. 
Despite this, she seems deliri¬ 
ously happy with her affliction, 
wearing her disability like a 
badge of honor. Her legs are 
splinted in a complex series of 
leg braces combined with 
leather clothing to form an in¬ 
teresting variation of bondage 
gear. 

One comment heard from a 
viewer after a screening was 
that there was no story. They 
should have read the book— 
Cronenberg’s adaptation has far 
more coherence and is one in¬ 
stance when the film improves 
on the book. 

At his office in Toronto, the 



picture of 1996 finally comes out in 1997. 

11A lot of filmmaking these days is 
very superficial...even when it pur¬ 
ports to take a moral stand, every¬ 
body knows that no one involved 

really cares about the moral part.” 

James Spader and Deborah linger play the bored married couple, looking for 
new sexual kicks, who encounter a cult who find eroticism in auto accidents. 

director pointed out that, despite 
the lack of splashy special ef¬ 
fects in CRASH (as opposed to 
THE FLY or VIDEODROME), 
making a film which consists 
mainly of sex scenes and car 
crashes presents unique prob¬ 
lems of its own. “It’s a strange 
position to be in,” said Cronen¬ 
berg. “You have the logistics of 
an action movie to deal with, but 
it’s not an action movie. So you 
have to take all the energy and 
pains that an action movie de¬ 
mands, but you don’t really 
score points for that. So some 
days, 1 had, for example, 35 
stunt drivers and 35 stunt cars 
on a road that we completely 
blocked off, and we were shoot¬ 
ing in the rain, and having to 
choreograph that as any stunt, 
but telling the stunt guys, 'No, I 
don’t want the triple roll with 
the explosion.’ What’s interest¬ 
ing is the way people have had 
their reality redefined by Holly¬ 
wood. 1 had one guy say to me 
that the car crashes weren’t real¬ 
istic. I asked him what he meant, 
and he said, ‘There’s none of 
that slow motion stuff and the 
shots where you see it from five 
different angles...and there 
were no explosions.’ So 1 asked 
him if he had ever been in a car 
accident himself, and he said, 
‘No.’ 1 laughed, because to him, 
what he described is real. I was 
trying to make (the accidents] 
realistic, but I was more inter¬ 
ested in the aftermath than the 
crashes themselves. Neverthe¬ 
less, even though 1 was focusing 
more on the psychology behind 
the events, we still had to do all 
that sophisticated stuff. For in¬ 
stance, in the first crash that 
Ballard is involved in, we used a 
robot car, like a little dirt [toy] 
car, but this was a full-sized one 
controlled by a radio remote 
controller. This is state of the art 
when it comes to filming crash¬ 
es. It was developed by a Cana¬ 

dian company. It hasn’t been 
used very much yet, but it's 
quite amazing. You can stand on 
a hill and drive a real car down 
below just using this little re¬ 
mote control with an antenna.” 

Cronenberg continued, 
“There is a lot of special effects 
makeup in the movie, but it is 
very subtle, very realistic—stuff 
people probably don’t even no¬ 
tice, like Elias Koteas with scars 
on his face all the time. That's 
very difficult to do, because it’s 
a moving face that you cannot 
specifically light only for the ef¬ 
fects. He’s got to be free to do 
whatever a person does and not 
worry about smiling too much 
because it’s going to crinkle the 
scar. It’s a difficult special effect 
that you don’t score too many 

points with, but has to be right 
or everybody will see it. Obvi¬ 
ously, the audience that comes 
to see CRASH is not an effects- 
oriented audience, so something 
like Rosanna Arquette’s leg 
wound was a little bit more 
spectacular. However, for a hor¬ 
ror film audience that would be 
no big deal. The context would 
be, though, because I don’t think 
even that audience has seen a 
scene like that before. But it’s 
very strange how Hollywood 
has changed people’s percep¬ 
tions of what is realistic.” 

Even stranger is the way peo¬ 
ple try to categorize and label 
Cronenberg films. Because 
NAKED LUNCH, M. BUT¬ 
TERFLY, DEAD RINGERS, 
and CRASH—unlike his earlier 

work—cannot easily be pigeon¬ 
holed as horror or science fic¬ 
tion, some critics and fans have 
been speculating that the direc¬ 
tor is distancing himself from 
those genres. “Not at all,” Cro¬ 
nenberg replied. “I don’t think 
in those terms. For me, that’s 
just a marketing problem. Do 
you market this as a horror film, 
a science fiction film, or what? 
For example, NAKED LUNCH: 
huge effects, creatures—you 
name it, we had it. But you 
wouldn’t really call it a horror 
film; you wouldn’t call it a sci-fi 
film. And I don’t care," he 
laughed. “It’s not relevant. The 
creative process does not work 
in term of categories. Not for me 
anyway, and not for most peo¬ 
ple, I think. No, I still have great 
love and affection for both gen¬ 
res. I have a big Philip K. Dick 
collection.” 

Similarly, he dispels another 
myth about his recent work: that 
he has stopped filming his own 
stories and has instead become 
more interested in adapting the 
works of other writers. “I have 
written two original scripts at 
the moment and been contract¬ 
ed to write a third. The third one 
is CRIMES OF THE FU¬ 
TURE.” Aficionados will rec¬ 
ognize this as the title of a low- 
budget film Cronenberg direct¬ 
ed in 1970. He is reusing only 
the title and the concept, but it 
is not an actual remake of the 
original, which is included on 
the laser disc of DEAD 
RINGERS. “CRIMES OF THE 
FUTURE will definitely be sci- 
fi,” said Cronenberg. “Another 
script I’ve written called EXIS- 
TENZ is also sci-fi, and the oth¬ 
er one, RED CARS, is about au¬ 
to racing.” 

While audiences await his 
next original film, CRASH has 
finally been scheduled for 
March 21,1997. The delay can 
be blamed on Ted Turner, who 
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Catherine Ballard (Deborah Unger) and James Ballard (James Spader) In the aftermath of an Intentional automobile crash. 

was widely quoted as saying he 
found the film disgusting and, 
for a time, tried to block its re¬ 
lease by Fincline Features, 
which was a subsidiary of the 
corporation he recently sold to 
Time-Warner. Many people have 
speculated that Turner’s trepida¬ 
tion about releasing the Film was 
due to worry about his public 
image as a producer of family 
entertainment, especially with 
the Time-Wamcr deal imminent. 

Cronenberg claims there will 
be no more interference from 
the entertainment mogul, but 
what does he think about Turn¬ 
er's very public attack on the 
film and his efforts to block its 
release? Cronenberg is refresh¬ 
ingly candid on this subject. 
“Someone showed me an article 
that discussed Turner’s early 
life. He was racing yachts with 
his first wife one time. She was 
racing against him, and was 
several months pregnant, and 
because she was winning, he 
crashed his yacht into her. He 
couldn’t bear to be beaten by a 
woman. As a child he was 
abused by his father, not sexual- 
ly, but he was beaten, and he 
freaked out when he saw BAS¬ 
TARD OUT OF CAROLINA, 
which deals with child abuse. 
One might ask if he’s really re¬ 
acting to his own life and it’s 
hitting too close to home.” Cro¬ 
nenberg won’t speculate what it 
is in CRASH that might be af¬ 

fecting Turner on the same lev¬ 
el, but he clearly feels there is 
more to Turner's reaction than a 
man genuinely interested in 
preserving decency. 

The sex scenes have offend¬ 
ed many conservative viewers 
besides Turner, but Cronenberg 
had no problem with the cast 
members’ acceptance of the 
material.“That was one of the 
things we discussed the least: 
the sex scenes,” he said. “The 
problem with the scene[s] is: 
how do you choreograph it, 
how do you make it work, how 
do you say the dialogue so that 
it works the best? Those [con¬ 
siderations] arc normal for any 
scene. The actors were totally 
on board. When you read the 
script, you certainly know on 
what level the movie is. There 
was no question. When Holly 
{Hunter] came out to do the 
scene with Spader in the car, 
she had no underpants on. She 
was naked from the waist 
down. I didn’t tell her ‘no un¬ 
derpants’; she [decided that on 
her own]. Likewise with the 
other actors. That was part of 
the heart of the film. If there 
had been a problem, they would 
have just not done the movie." 

Cronenberg added that a 
couple of actors who were ap¬ 
proached before James Spader 
were “completely repulsed by 
the entire project.” He chose 
not to name the actors, but 

added that they were very well 
known. Cronenberg is not go¬ 
ing to waste time in produc¬ 
tion trying to convince per¬ 
formers to take their clothes 
off, something which would 
be, in his own words, “a night¬ 
mare,” and ultimately “ludi¬ 
crous and demeaning to the 
entire project.” 

ince the film was re¬ 
leased in Canada, many 
people have commented 
that the Ballard book 
was a perfect choice for 

Cronenberg, and has a connec¬ 
tion to the type of vision his 
films always exhibit. It should 
come as a surprise to many that 
Cronenberg was neither a Bal¬ 
lard fan, nor did he have a fond¬ 
ness for CRASH when he first 
read it. 

“It was sent to me by a jour¬ 
nalist,” he recalled. “I only read 
half of it and didn't read the rest 
until six months later. Even af¬ 
ter that, I didn’t relate to it. 
Many people have said that the 
connection is obvious between 
this and my other work, but af¬ 
ter the fact, everything is obvi¬ 
ous. I still haven’t read his earli¬ 
er sci-fi work. Mostly I've read 
all the stuff he’s written since 
he wrote CRASH. 1 don't read 
books looking for material [to 
film]. Then it was a couple of 
years later that I was talking to 
Jeremy Thomas when we were 

making NAKED LUNCH, and 
he asked me if there was any¬ 
thing I was desperate to do, that 
we could work on together, and 
I said, ‘I think we should do 
CRASH.’ Well, he went crazy. 
He said he optioned the book 
when it came out; he couldn't 
get it made; he knew Ballard, 
and he could introduce me. 
Meanwhile, I’m saying to my¬ 
self, ‘Why did I say that?’ I was 
sure I wasn't interested, but— 
those are very honest moments 
and very revealing. The book 
was obviously [on my mind] 
percolating away under the sur¬ 
face, and it had begun some 
kind of process in me which I 
obviously needed to make the 
movie to complete. We never 
looked back." 

He was quick to point out, 
though, that the book as written 
by Ballard wouldn't seem as 
connected to his vision as the 
finished film docs. Despite this, 
he was pleased that Ballard 
loved the movie, even joining 
him on stage at the Cannes Film 
Festival, and has been vocal in 
his praise of Cronenberg’s 
adaptation of his story. “But it 
is different from the book, and 
he knew it would be,” said Cro¬ 
nenberg, “and that delighted 
him. He’s that kind of person. 
He was excited to see his work 
filtered through my sensibility. 
Whenever you see someone try 
to become the other person, it 
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never works. It’s always flawed 
and wooden and stiff. 

"A lot of people still think of 
CRASH as a sci-fi book,” the 
director continued, “and it’s not 
just the momentum from his 
earlier work. It’s also the psy¬ 
chology of the people. It’s not a 
normal psychology, but it’s pre¬ 
sented as normal for the charac¬ 
ters. Ballard has even said that 
the film goes beyond the book. 
He meant it in terms of the psy¬ 
chology—that the movie begins 
where the book ends. That psy¬ 
chology is accepted by the 
movie as the norm.” 

The subject of censorship in¬ 
evitably arises when discussing 
a film like this. Was a different 
cut of the film made for Euro¬ 
pean distribution and have any 
concessions been made for 
North American censors? Cro¬ 
nenberg’s views on censorship 
arc well known, and nothing 
has been edited out since he cut 
the film to his satisfaction. 

“If you self-censor, you’re 
pretty well doomed,” he said. 
“It’s impossible to let the cen¬ 
sors inside your door but keep 
them only in the vestibule. They 
will swarm all over your 
house," he chuckled. “You have 
to forget them. We were in a 
completely hermetically sealed 
environment when we were 
making this movie, and the only 
dynamics that were considered 
by all of us, in terms of sex, vio¬ 
lence or anything else, was how 
it worked within the film. And 
I’ve tried to be very true to that. 
Some people looked at THE 
DEAD ZONE and said, ‘It’s 
more mainstream; it’s not so vi¬ 
olent; it’s not so dependent on 
effects,' and all this nonsense. 
Then I made THE FLY, which 
was very violent, very sexual, 
and very dependent on effects. 
It’s only because THE DEAD 
ZONE had that melancholy 
tone. You could feel when you 
were going too far one way or 
the other. To be sexually explic¬ 
it in that movie was wrong. It 
just didn't work and it had noth¬ 
ing to do with worrying about 
censors.” 

The film won several Genie 
awards (the Canadian equivalent 
of the Oscars), including one for 
best director, of which Cronen¬ 
berg is justly proud, considering 
that his early films were not that 
highly regarded by the Canadian 
film industry. Even at Cannes, 

lot of people think of CRASH 
as sci-fi,” said Cronenberg. “It’s 

the psychology of the characters. 
It’s not a normal psychology, but 

it’s presented as normal.” 

Ellas Koteas plays Vaughan, charismatic guru of the automobile-crashing cult. 

there were two out of the ten 
members who did not vote for 
CRASH, but Francis Ford Cop¬ 
pola was not among them, con¬ 
trary to what the Canadian press 
reported at the time. The film 
has been well-received by open- 
minded people everywhere it 
has played. Though there wasn’t 
much competition at the theatres 
when CRASH opened in Cana¬ 
da, Cronenberg insists its suc¬ 
cess had nothing to do with loy¬ 
alty to him as a Canadian. “I 
wish!” he joked. “M. BUTTER¬ 
FLY flopped and NAKED 
LUNCH wasn’t as strong. Cer¬ 
tainly there are a core of fans 
who are interested in my work, 
but on the scale that you need to 
release a picture, that’s not 
enough.” 

As reported earlier, the Cana¬ 
dian advertising for CRASH 
was strange. Even negative re¬ 
views were quoted in the ads, 
something rather unusual. And 
one reviewer, who stated that 
she didn’t like the film, still 
urged people to see it, practical¬ 
ly an unprecedented occurrence. 
Cronenberg was flattered, but 
had his own explanation for this 
odd turn of events. “I believe 
that a lot of people simply did 
not have the [mental] equipment 

to know how to react, and I 
mean critics as well. It was hit¬ 
ting them at such an oblique and 
strange angle that they couldn't 
decipher their own reactions 
which is why you get these 
strange anomalies. Even for that 
reason people should see the 
movie! How many movies do 
that?’’ 

Of all the countries that 
have considered the film, per¬ 
haps the strangest response has 
been from England. “First of 
all,” Cronenberg explained, 
“the British Board Of Film 
Classification has not given the 
film a certificate or refused it 
one. It hasn't made its ruling. I 
know from talking to the cen¬ 
sor himself that it will not be 
banned. However, the English 
are so insane and their newspa¬ 
pers are so insane, and their 
politics are so crazed right now, 
because for the first time in 17 
years, Tories are behind in the 
polls. There’s an election com¬ 
ing up, and every one feels the 
Labour Party will win, and 
they Ye desperate for anything 
to cling to. Now, here comes 
this movie that they can try to 
ban to show how tough they 
can be. They’re completely ob¬ 
sessed with control. No one is 

talking freedom of expression. 
To say freedom is like political 
suicide. Even the Labour Party 
is saying, ‘No, we ll ban 
CRASH sooner!’ Every week 
there's something like a kid 
stabbing a schoolmaster. They 
want to bring back caning of 
children in the schools. They’re 
really nuts! They have a weird 
island mentality there, fear of 
contamination from the outside 
world. People came up to me 
and told me I was right. It’s like 
a confession they're making. I 
know the censor wants to pass 
the film uncut, but it’s a politi¬ 
cal situation. He’s afraid he’ll 
lose his job; he’s afraid that the 
government will take over cen¬ 
sorship just as an excuse. At the 
moment, the censor board is 
not a government-controlled 
thing. There’s an obscure legal 
structure there where local 
councils of boroughs can de¬ 
cide to do an interim ban. So 
Westminster Council did an in¬ 
terim ban pending the outcome 
of the censor board’s decision. 
The Westminster Council con¬ 
trols the west end of London 
where all the good cinemas are 
and all the tourists go. Howev¬ 
er, a) it would not mean it 
would be banned anywhere 
else; b) it would only be an in¬ 
terim ban; and c) they’re ban¬ 
ning a movie that can’t be re¬ 
leased anyway because it hasn’t 
got a certificate yet, so no one 
could sec it anyway. What’s in¬ 
teresting is that they’re pre¬ 
tending that it’s a violent film. 
They’re still repressed there, 
and they can’t deal with the 
sex, so they talk about it as vio¬ 
lence. They’re comparing it to 
NATURAL BORN KILLERS, 
which I think is misleading, 
and here’s the point where pub¬ 
licity turns bad. People will tell 
you there’s no such thing as 
bad publicity, but I don’t agree, 
because you get the wrong peo¬ 
ple coming to see the movie— 
they’re disappointed, because 
it’s not what they think, and 
then the people who would like 
it don’t go. I actually had a guy 
say that he was cringing 
through the first three quarters 
of it, waiting for this ultra-vio¬ 
lence that he had been told 
about; it doesn't happen, but by 
that time, he had sort of missed 
the movie. Now he says he’s 
going to have to see it again if 
he can." 
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Arquette’s character is particularly 
enticing—her obsession with sex 
in vehicles has resulted in serious 
injury. Still, she seems deliriously 

happy with her affliction. 

Gabrielle (Rosanna Arquette) is one of the auto-erotlcists. 

In fact Cronenberg's adapta¬ 
tion of what was a very grisly 
book, is quite tasteful and not at 
all excessive in its depictions of 
the crash victims or the carnage 
of the collisions, whereas Bal¬ 
lard’s novel positively wal¬ 
lowed in page after page of 
gory descriptions. What could 
easily have become a gore-fest 
in the hands of a lesser director 
is not cxploitational, despite the 
distortions of truth by the 
British government and Ted 
Turner. "The real violence of 
the movie is conceptual vio¬ 
lence,” said Cronenberg. “It’s 
the idea of what the characters 
are doing and thinking that dis¬ 
turbs people. Just as when they 
come out of the theatre, they’re 
conscious of the fragility they 
have when driving through traf¬ 
fic that they've numbed them¬ 
selves to. Then there was all 
this worry about copycat 
crimes. What? Teenagers will 
have sex in cars? That never 
happens. Also, the people in the 
movie arc not kids. They're ma¬ 
ture adults.” 

The film was independently 
financed, yet the original back¬ 
ers—three Frenchmen, whose 
organization. U.G.C. was origi¬ 
nally suppose to finance 
CRASH—backed out when 
they read the script. It was a de¬ 
cision they would live to regret, 
when they saw CRASH’S suc¬ 
cess at Cannes. Their refusal 
“really surprised” Cronenberg, 
who, along with Ballard, is 
held in high esteem in France. 
Upon seeing the finished film, 
they told him. “We’ve made a 
mistake.” The only involve¬ 
ment with the Hollywood ma¬ 
chine was Finelinc, who were 
involved solely for the U.S. 
distribution. “They don’t pay 
you money until you hand them 
the film," Cronenberg added, 
“and anything can happen until 
that moment.” 

None of these battles over 
censorship or acceptance are 
anything new to Cronenberg. 
Over the years, many of his 
films have elicited negative re¬ 
actions from even respected 
critics and a large number of 
intelligent filmgoers. Why does 
his work provoke such respons¬ 
es? “Because the films are seri¬ 
ous,” he opined. “Who is going 
to have a really negative reac¬ 
tion to INDEPENDENCE 
DAY? It’s not worth a negative 

reaction. It doesn’t call forth 
emotions one way or another. 
It’s not meant to. A lot of film- 
making these days is very su¬ 
perficial. It’s safe. It’s not 
meant to get anyone too riled 
up, and even when it purports 
to take a moral stance, every¬ 
body knows that no one in¬ 
volved in the movie really 
cares about the moral part of it. 
A moral stance in Hollywood 
films is often just part of the 
narrative. It’s a character at¬ 
tribute. This guy stands up for 
justice. It’s not like the film¬ 
makers were worrying about 
that. They made the character 
have a strong point of view so 
he can struggle with someone, 
conflict being the essence of 
drama. You look at STRANGE 
DAYS. I was really surprised to 
see it starting to become a 
movie about a race war, and not 
really being a sci-fi movie at 
all. Yet they didn’t have the 
guts to complete that. The 
movie ends with a 38-second 
race riot that is immediately 

calmed, with no repercussion 
or aftermath. Either you leave 
it out or you do it. Sadly, it was 
just a plot device. You feel that 
the filmmakers did not care. 

“I do not consider myself a 
political filmmaker in the 
sense of making a film about 
social concerns like racism,” 
Cronenberg continued, “but in 
the politics of human exis¬ 
tence, I’m very passionately 
committed. That, to me, is 
what it is about CRASH that 
generates such a passionate re¬ 
sponse. I think it’s responding 
to my own passion; and obvi¬ 
ously, because it’s not easy 
stuff, some of it’s going to be 
negative. Some Italian journal¬ 
ists accused it of being a 
pornographic film, but 1 actual¬ 
ly found that to be more of a 
structural problem. They had¬ 
n’t seen a movie that would 
start with three sex scenes in a 
row and had sequential sex 
scenes, except for porn films. 
But as I would say to them if I 
had a chance, it would be a 

very bad porn film, because it 
docs not satisfy all those things 
that you would want from a 
porn film. If I were going to 
make a porn film, it would not 
be like CRASH, but structural¬ 
ly, it has some of the elements 
of a porn film, rather than the 
content.” 

Clearly, a key element of the 
book and the movie is this secret 
society of fetishists. This is a 
theme often repeated in Cronen¬ 
berg’s work. The lead character 
is usually an outcast from soci¬ 
ety, either because he has tele¬ 
pathic powers (THE DEAD 
ZONE. SCANNERS), a mutat¬ 
ed, disfigured appearance (THE 
FLY) or a deep, dark secret 
(VIDEODROME. DEAD 
RINGERS). The question then 
follows, whether this is a psy¬ 
chological extension of Cronen¬ 
berg’s own feeling of isolation 
from the outside world. He was 
a fan of 1950’s E.C. horror and 
science fiction comics, which 
was a good starting point for his 
later career, but other than that, 
he denies having anything but a 
normal, middle-class childhood. 

“I’ve never thought of my¬ 
self as an outcast,” he said. “I 
have a very good, supportive 
family. I grew up on a street 
where everybody looked after 
everybody else’s kids; every¬ 
body was in and out of each 
other’s houses. Too normal, I 
suppose, to really feel like an 
outcast with a capital ‘O’, On 
the other hand, I read a lot, 
which a lot of kids didn’t do; I 
collected butterflies; I had a 
girlfriend when I was five. 
Everybody else was playing 
football and I was over at my 
girlfriend’s place, acting out lit¬ 
tle dramas, so I felt different in 
a sense from the normal’ kid, 
but there were enough other 
kids like me that from that 
point of view I didn't feel iso¬ 
lated.” 

Though not as repressive or 
conservative as the 1980s, the 
1990s have been a volatile 
decade, and the situation Cro¬ 
nenberg described in Eng¬ 
land—a country where even 
the government-owned BBC- 
TV once broadcast a show like 
MONTY PYTHON'S FLYING 
CIRCUS—is rapidly changing. 
Changes are being enacted to 
take away the artistic freedom 
that British television has al¬ 
ways taken for granted. Ac- 
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'It s a strange position to be in/' said Cronenberg.4 You have the logistics of an action movie, but you don't really score points tor that." 

cording to Cronenberg, the new 
legislation, if it takes root, will 
eliminate, among other things, 
anything "disturbing.” With 
this in mind, does Cronenberg 
think the climate of the '90s is 
becoming more repressive or 
more liberal? 

“I think it’s cyclical,” he re¬ 
sponded. “It's obvious that we 
have been in periods where 
freedom was more valued and 
that this is a period where fear 
is more in control. Censorship 
is not about morality; it's about 
fear and control. Whether that 
will continue for the next three 
years of the 1990s, I wouldn’t 
even want to guess. I'm willing 
to be surprised. The cycles 
have been and can be quite 
short.” 

If movies, books, comics, or 
television could really be re¬ 
sponsible for turning people to 
assault, murder, rape, or other 
violent activities, then wouldn’t 
the censors, who are exposed to 
these materials day in and day 
out, be the ones most likely to 
commit these crimes? Cronen¬ 
berg agrees: “It’s not a simple 
mechanistic understanding of 
these things that will lead peo¬ 
ple to copy them. People want 
to believe (as someone put it) 
that to portray it is to endorse it. 
If that were true, that would 
mean that all subtlety in art is 

impossible, all satire is impossi¬ 
ble, all humor is impossible. 
The idea that people will just do 
what is up on the screen is ludi¬ 
crous. By that argument, you 
could also make a case for sup¬ 
pressing all news, because 
when someone like Jeffrey 
Dahmer gets famous, that’s 
enough of a motivation for 
some people who are desperate 
to have their 15 minutes of 
fame. I had to get this blunt for 
England: it doesn’t really mat¬ 
ter if a guy walks into a theatre 
showing NATURAL BORN 
KILLERS saying, ‘When I 
leave this theatre. I'm going to 
shoot five people, but I want to 
see this movie first.’ Then, 
when he comes out, he says, 
‘You know, I think I’ll stab 
those five people instead, be¬ 
cause it was so neat in the 
movie when they stabbed peo¬ 
ple.' That's not even the issue. 
The issue is: can someone go 
into a theatre not being a killer 
and come out of the theatre a 
killer. If you could prove that, it 
would be pretty devastating. I 
absolutely don’t believe it’s 
possible, and I don’t think it’s 
ever happened. Therefore, 
that’s not the issue. If someone 
is on the verge of killing, then 
anything can trigger them off, 
whether it’s a pair of high-heel 
shoes in a window, or “Hcltcr 

Skelter,” the Beatles song. Are 
you going to ban all Beatles 
songs because there might be 
another Charles Manson out 
there?” 

Specifically regarding the 
point about the censors being 
exposed to the same material, 
Cronenberg had this to say: 
“You know what one person 
said to me here (about that]? 
‘Oh, well, we rotate the people. 
We don’t all see them all.’ 
What do you do when you're 
dealing with a mentality like 
that? At basis, censorship is 
very condescending and pa¬ 
tronizing. You’re basically say¬ 
ing, ‘I am educated enough and 
poised enough and mature 
enough and stable enough, but 
there arc people out there who 
are not. And I don’t want them 
to get crazed and kill me.’ 
That’s what’s really there, and 
in England it’s so obvious. All 
that formal colonial energy is 
now turned inward. The people 
they’re afraid of are now on 
the island. It’s a racist thing; 
it's a class thing. All of these 
things indicate that England 
hasn't really changed that much 
in a couple hundred years.” 

Cronenberg has chosen to 
stay in Toronto, while many of 
his contemporaries have had 
their greatest success after leav¬ 
ing Canada and going to Holly¬ 

wood, London, or New York. 
Perhaps because of this, he has 
remained close to the influences 
that made his early films so 
unique. He describes his deci¬ 
sion thusly: “Everybody shoots 
in Toronto. They're shooting a 
movie called MIMIC with Mira 
Sorvino. Other directors shoot 
here using Carol Spier and my 
crew. They’re not all Canadian 
productions, obviously, but I 
think the industry is very 
healthy. If people are coming 
here to shoot, why would I go 
away? It doesn’t make sense. 
My moment where I might have 
moved to the States passed very 
early in my life. I must say, it’s 
very sweet to have a lot of 
young filmmakers tell me I in¬ 
spired them—not only my 
work, but the fact that I’ve 
stayed here. It just proves that 
you can establish an interna¬ 
tional reputation at home. So, if 
I’ve done nothing else, I’ve 
done that, and that's some 
thing." 

Yet he has done more. He 
has made films, regardless of 
their subject matter or view¬ 
point, that are artistic, that have 
integrity, and that stay in our 
minds for years to come. With 
the glut of anonymous, big- 
budget films that permeate the 
industry, that, too, is no small 
feat. □ 
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A surreal meditation on love, 
jealousy, identity & reality. 

Fred Madison (Bill Pullman) performs, tormented with the question of why his 
wife Isn't In the audience. His suspicion sets the stage for dark consequences. 

By Frederick Szebin 
and Steve Biodrowski 

avid Lynch. The name is 
| f\\ synonymous (o film-goers 
\J\ around the world with the 

cinema of the abstract, the 
surreal, and the obtuse. The 
director of ERASERHEAD, 
DUNE, and BLUE VELVET, 
offers his first feature since 
TWIN PEAKS: FIRE WALK 
WITH ME. This latest work, 
LOST HIGHWAY, is a dual-sto¬ 
ried (or is it the same story?), 
noirish tale of lust and murder. 

Or is it? 
Lynch co-wrote the script 

with Barry Gifford, whose 
novel Wild at Heart, provided 
the basis for the director’s 
1990 motion picture. Bill 
Pullman (INDEPENDENCE 
DAY) stars with Patricia 
Arquette (ED WOOD), 
Balthazar Getty (MR. HOL¬ 
LAND’S OPUS), Robert 
Loggia (INDEPENDENCE 
DAY), Robert Blake (IN 
COLD BLOOD), Gary Buscy 
(SILVER BULLET), and 
Richard Pryor (STIR 
CRAZY). The film received a 
limited release in February, 
with a nationwide release in 
March. 

LOST HIGHWAY follows 

Above: The Mystery Man's burning cabin, ofl 
conflicting but Inter-related reality in LOST Hi 

significant (or Insignificant) to the film’s na 
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ftw glimpsed In reverse slow-motion, seems to indicate the transition between two levels of 
IIGHWAY, the new Aim from director David Lynch. Below: the Lost Highway Hotel is about as 
irnttve as the titular locale In CHINATOWN—It’s more a state of mind than an actual place. 

WIDE OPEN HIGHWAY 

“It doesn’t do any good to say, ‘this is what it 
means,’” said Lynch. “When you are spoon¬ 
fed a film, people instantly know what it is. 

I like films that leave room to dream.*’ 

Fred Madison (Pullman), a jazz 
musician convicted of murder¬ 
ing his wife, Renee (Arquette). 
But this plot mutates (along 
with its protagonist) into the 
story of Pete Dayton (Getty), a 
young mechanic who may or 
may not be another version of 
Fred, who carries on a danger¬ 
ous liaison with the mistress of 
a gangster (also played by 
Arquette who). This all takes 
place in an imaginary Los 
Angeles that seems to have 
emerged from a parallel uni¬ 
verse, and is overseen by the 
Mystery Man (Blake), a ghost¬ 
ly figure who may (or may not) 
have supernatural powers. Film 
noir, German Expressionism, 
and French New Wave meld to 
create a story that may never 
have happened, could be a 
dream, or a representation of 
madness. 

If you expect the film’s ulti¬ 
mate meaning to be defined by 
its director and co-writer, 
you'd be sorely disappointed. 
While talking about his latest 
film, Lynch prefers to be vague 
about its meanings, choosing to 
emphasize the effectiveness of 

cinema as an art form, rather 
than commenting on the mean¬ 
ing of his own work. 

“I had been thinking about 
identity,” he said. "This came 
up in my discussions with 
Barry Gifford and is one of the 
things LOST HIGHWAY is 
about.” Which is as concrete as 
the director is likely tc be. 

This is the first time Gifford 
and Lynch collaborated on a 
script face to face (Lynch adapt¬ 
ed WILD AT HEART on his 
own). “It was great,” Lynch 
says of actually writing with 
Gifford. “Everybody is differ¬ 
ent. When you have Person A 
writing with Person F, it goes a 
certain way. And if Person A 
writes with Person G, it goes 
another way. The interaction is 
based on the individuals in their 
room, and the process is inter¬ 
esting. I trust Barry’s instincts. 
We like similar things and had a 
great time.” 

For a film steeped in tech¬ 
nique and style, its origins were 
surprisingly low-tech. Gifford, 
who does not use a word 
processor, said he "would just 
write on long, yellow legal 

Bill and Candace Dayton (Gary Busay and Lucy Butler) are part of the film's 
second story, when Fred Madison turns Into a new character, Pete Dayton. 
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Mystery Man 
Robert Blake makes your blood run cold, again. 

By Steve Biodrowski 

Robert Blake has made a 
career out of playing realistic, 
believable characters, whom 
audiences see as regular, ordi¬ 
nary people—whether a poor 
young boy in THE TREA¬ 
SURE OF SIERRA MADRE 
or a streetwise cop, BARET- 
TA. In fact, in his most famous 
(and chilling) feature film per¬ 
formance, he portrayed a real 
person in Richard Brooks' 
adaptation of Truman Capote's 
non-fiction novel, IN COLD 
BLOOD. Therefore, it is a bit 
of a shock to find this actor 
suddenly playing not a regular 
Joe but a surreal character who 
may or may not exist only in 
the mind of a demented protag¬ 
onist. His small but pivotal sup¬ 
porting performance in David 
Lynch’s LOST HIGHWAY is 
one of the film’s many high¬ 
lights—almost as unnerving, in 
its own way, as his role in IN 
COLD BLOOD, though with a 
strange overlay of dark humor. 
Of course, the fact that the 
Mystery Man (as he is billed in 
the credits) doesn't exist makes 
him somewhat less frightening 
on a visceral level that a real- 
life psychopathic killer. But the 
unreal element adds its own 
layer—a sense of the uncanny, 
of dread all the more frighten¬ 
ing because it is so unspecified 
and mysterious. 

No one was more taken 
aback by this unusual bit of 
casting against type than Blake 
himself. “I was surprised David 
Lynch called me,” said the 
actor. “I would have thought 
that he’d call Dennis Hopper or 
one of his guys. But he just 
said, 'Hey, I want you to play 
this.' I have no idea why! I read 
the script like nine fuckin' 
times, and I didn't understand 
one fuckin' word of it! I said. 

‘Are you sure you want me to 
play this? I’ll be the most coop¬ 
erative actor in the world, 
because l have no fuckin’ opin¬ 
ion on anything of what the hell 
to do!* I made this mistake 
once of asking him what my 
character was, and I realized 
that he really is too much of an 
artist to be that specific about 
things. It was an extraordinary 
experience. He really is a rare 
commodity in America. In 
Europe and other places, you 
find film authors, or you find 
them in colleges or at 
Sundance, where somebody 
takes an 8mm, four dollars, and 
goes out and makes a movie. 
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But this guy does it as a profes¬ 
sional and really makes the 
whole film, everything." 

Blake found that his director 
was resistant to providing ana¬ 
lytic explanations for his 
bizarre characters. “I don’t 
think he knows!” exclaimed 
Blake. “He doesn’t come from 
that place at all. As a matter of 
fact, when you work with him 
you have to be really ready to 
come to him as a child. You 
work with Sidney Pollack or 
Mark Rydell, and they want the 
spine of the character and the 
subtext, the conflict, the psy¬ 
cho-neurotic mumbo-jumbo, 
and all of that. David Lynch 

[doesn’t]—and I understand it 
now, because I found out that 
he was a painter, an artist. He 
really speaks an entirely differ¬ 
ent language. He’s very cre¬ 
ative, but he doesn’t speak the 
normal cinema language. If you 
don’t like him and trust him 
and get up off of your own shit, 
it can be a disaster, because 
he’ll do things: you never find 
Martin Scorsese or Sidney 
Pollack walking up to you and 
saying, ‘Okay, turn and look at 
me. Now tell me how you’re 
going to say the line.' And I 
start to turn to the actor I’m 
working with, and Lynch says, 
‘No, no, no! Look at me! Say it 
to me!’ Directors don’t do that. 
They let you work off the other 
actor. He’d see me walking to 
my dressing room and say, 
‘Robert, how are you going to 
say that line?’ And you just 
have to go there with him, or it 
will be a fucking nightmare.” 

Blake added that this 
approach was totally the oppo¬ 
site of what one learns in acting 
classes, about “working off the 
other artists, taking it from 
them. You never give an actor a 
line reading. You don’t tell him 
to scratch his nose when he 
says this word. But David is 
like that, and you have to be 
loose enough and trusting 
enough of yourself to say, ‘You 
know, I don’t need all that 
other shit. I don’t need that 
Method. I can do this. I can do 
this just the way a child could.* 
So then you’re okay. 
Otherwise, he’ll throw you all 
day long, because he doesn’t do 
anything that directors, as such, 
do.” 

Blake refers to this process 
simply as “letting go.” He was 
able to find a basis for this trust 
in his own early career, as a 
child actor. “I come from the 
1930s, 1940s,” he recalled. "I 
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Opposite page: Robert Blake, as the Mystery Man, appears to Fred Madison near the film’s conclusion. Above: The 
ghostly figure Intrudes Into Pete Dayton’s part of the story, conspiring with gangster Mr. Eddy (Robert Loggia, right). 

grew up at MGM, and I worked 
with Spencer Tracy* Clark 
Gable, all those people. And I 
went to Warner Brothers, as a 
child, worked with Bogart, 
[John] Huston, and those peo¬ 
ple. Tracy said, ‘The two most 
important things in acting are a 
child's imagination and a sense 
of truth.' That’s what you have 
to bring to David. You have to 
get rid of all that acting tech¬ 
nique, the classes, the books, 
and all that bullshit, and just 
bring him a child’s imagination 
and a sense of truth, so that you 
can make true whatever it is 
that he wants you to do.” 

Blake found that verbal 
communication often didn't 
work with his director, who 
preferred visual modes. For 
example: “I said, ‘David, I 
have some ideas about how this 
character should look.’ He said, 
‘No, no, no! Just show me. Use 
your imagination.’ And I said, 

k ‘Oh, yeah. That’s what Tracy 
said.’ I went off with the make¬ 
up people, and 1 got into this 
whole weird, fuckin’ Kabuki- 
looking guy with cars [sticking 
out] and stuff. I was imagining 
in my own strange world those 
times I have seen things that 
weren’t there, when a ghostly 
appearance occurred. I knew it 
was my imagination; I wasn't 
really seeing something. But I 
sort of knew what the Devil 
looked like; I knew what Fate 
looked like. I used to have this 
image of myself that would 
come to me sometimes. I'd go 
out to the desert and get 

involved in some strange, iso¬ 
lated kind of thing, and all of a 
sudden I would come to myself 
as this white, ghostly creature. I 
said, Oh yeah, that’s my con¬ 
science talking to me.’ So I 
started going with that. I cut 
my fuckin’ hair off, and I put a 
crack in the middle of it and all 
this shit. And the makeup peo¬ 
ple said, ‘You’re going crazy, 
man! Nobody in this movie 
looks like that; everybody 
looks regular!' I said, ‘Leave 
me alone; just give me some 
shit.’ I put this black outfit on. I 
walked up to David, and he 
said, ‘Wonderful!’ and turned 
around and walked away. Now, 
you could never do that with a 
regular director, take a film 
where there’s all these people 
who look absolutely normal 
and say, Tm going to go com¬ 
pletely away and make an 
entirely different film. My film 
will be separate from 
Pullman's, Arquette’s or any¬ 
body else’s. I’m making a sur¬ 
realistic, Oriental film!”’—he 
laughs—‘‘And I did! Imagine 
how strange his thinking must 
be to look at me looking all 
weird like that and [with] all 
these other straight-looking 
people, and say, ‘Oh, yes. 
That’ll work.’ You’d never 
even think of doing that with 
Sidney Pollack. You wouldn’t 
walk on his set like a Kabuki 
dancer. But Lynch just said, 
‘Use your imagination. How do 
you see this guy? What the hell 
is he?’ Because I asked him 
what the guy was, and he didn’t 

answer me!” 
Blake added that Lynch 

“immediately led me to believe 
that he didn’t deal in those 
terms, any more than you 
would walk up to Salvadore 
Dali or Chagall and say, ‘What 
do you mean in this painting?’ 
‘What the fuck do you mean by 
“What do I mean”? I painted 
the painting: you get what you 
get out of it; l got what I got 
out of it.’ I’m really convinced 
that Lynch is that way. You 
know better than to do that with 
a painter. Nobody goes up to a 
painter, especially an abstract 
painter—you don’t ask 
Heronimous Bosch. ‘What the 
fuck is that?’ Because he would 
simply say, ‘If you don’t get it. 
I can’t tell you. If it don’t mean 
nothing to you, get the fuck out 
of here!* You can’t go up to a 
great musician whose just fin¬ 
ished an abstract impression of 
what the tune was and say, 
‘Now, what were you doing?’ 
‘I was doing my thing.' David 
just does his thing.” 

Blake’s Mystery Man (as he 
is called in the credits) is the 
first intrusion of the preternat¬ 
ural into what has up until that 
point been a fairly concrete, if 
somewhat mysterious, narra¬ 
tive. The question then was: 
how would the normal world 
react to this portentous, corpo¬ 
real apparition? “The character 
does some surreal things,” said 
Blake, “but 1 was very curious 
as to what David was going to 
do with the way I looked: how 

continued on page 62 

tablets, and an assistant would 
type it up. We’re both very hard 
workers, and we concentrate 
well. We begin, and we just go 
through it and knock ourselves 
out.” 

/g\ ifford calls Lynch’s film 
/jp- of WILD AT HEART “a 
iw| great big dark musical 

comedy. What David 
managed to keep was the 
focus, the tenderness between 
Sailor and Lula, the integrity; 
it also inspired him to go off 
into different directions." 

Judging from those differ¬ 
ences between the novel and 
the film, one might assume that 
LOST HIGHWAY fit a similar 
pattern, with Gifford supplying 
a basic, solid narrative, and 
Lynch inserting those identifi- 
ably Lynchian touches. 
Actually, both writers claim 
the collaboration was far more 
integral than that. According to 
Lynch, when one of them came 
up with an idea, it was instant¬ 
ly reshaped by the other per¬ 
son, then checked and re- 
checked by each other. One 
idea can have repercussions on 
what has come before, and all 
previous work had to be 
changed because of it. Lynch 
referred to the collaboration as 
“an unfolding, beautiful 
process.” 

Gifford concurred, saying, 
“1 really wouldn’t work with 

Director David Lynch prefers to 
focus on the film's artistic merits, 
rather than Its possible meanings. 
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MM>T ammm 
The Solution 

Co-writer Barry Gifford deciphers 
Lynch’s labyrinthine highway. 

avid Lynch has often been quoted 
describing ERASERHEAD as “a dream 
of dark and troubling things.” Since that 
1978 debut, he has gone on to adapt his 

drcam-like sensibility to far more accessible 
narrative structures. No matter how arresting 
the imagery is in THE ELEPHANT MAN and 
DUNE, and no matter how weird things get in 
BLUE VELVET or TWIN PEAKS, the audi¬ 
ence basically knows who’s who and what’s 
happening. In WILD AT HEART, Lynch even 
took a story, from a novel by Barry Gifford, 
and managed to graft on surreal images with¬ 
out ever quite losing the thread of the main 
narrative, the “story of Sailor and Lula” (as the 
book is subtitled). 

LOST HIGHWAY, co-written by Gifford, 
seems to take a similar approach—at first— 
with Robert Blake’s Mystery Man intruding 
upon the otherwise normal, if not altogether 
happy, life of Bill Pullman’s Fred Madison. 
But when Madison, imprisoned for the murder 
of his wife, Rene, metamorphoses into a new 
character (Balthazare Getty) and then meets 
Alice, a blonde dopplcganger of Rene (both 
played by Patricia Arquette), the story begins 
to spin beyond any kind of rational understand¬ 
ing on the part of viewers, who no longer know 
who's who or what’s happening. 

Lynch himself has no desire to enlighten 
viewers via interviews; he wants them to take 
their own meaning from what they see on 
screen. Gifford, on the other hand, is not so 
reluctant to discuss his intentions. So what is 
his explanation for the strange narrative? 

The answer, of course, depends on the 
question, and the question that Lynch original¬ 
ly posed, as Gifford recalls, was: “What if one 
person woke up one day and was another per¬ 
son?” Gifford said, “We had to create a sce¬ 
nario to make that plausible. We discovered a 
clinical, psychological condition which fit our 
premise—a 'psychogenic fugue.' It’s as if you 
decided to change your life and showed up 
with a different name and entirely created a 
new identity for yourself and really grew to 
believe you were this new person. There arc 
different kinds of fugue states, and a psy¬ 
chogenic fugue takes place only in your own 
mind—you don’t really go anywhere. It’s a 
mental fugue, for lack of a better term. This 
was something I researched with a clinical psy¬ 
chiatrist at Stanford, so we had some basis in 

fact here. After we found that freedom, more 
or less it was just a matter of creating this sur¬ 
real, fantastic world that Fred Madison lives in 
when he becomes Peter Dayton.” 

The fugue is a kind of escape that Madison 
ultimately cannot maintain, because unpleas¬ 
ant reality keeps impinging on it. “The basic 
thing I can tell you is that Fred Madison cre¬ 
ates this counter world and goes into it, 
because the crime he has committed is so ter¬ 
rible that he can’t face it,” Gifford added. 
“This fugue state allows him to create a fanta¬ 
sy world, but within this fantasy world, the 
same problems occur. In other words, he’s no 
better at maintaining this relationship, dealing 
with or controlling this woman, than he was 
in his real life. The woman isn’t who he 
thinks she is, really, so all the so-called facts 
of his known life with Rene pop up again in 
Alice Wakefield.” 

In this interpretation, the appearance of the 
Mystery Man is the first hint of the psychotic 
break that Madison wilt eventually suffer. “He’s 
a product of Fred’s imagination, too,” said 
Gifford. “I think the phone call scene at the 
party is pretty interesting. A lot of work went 
into it. It’s supposed to be seamless; it’s sup¬ 
posed to look easy and sound normal. But 
there's a lot that goes into writing this kind of 
thing. It’s the first visible manifestation of 
Fred's madness. No one else can see the 
Mystery Man.” 

So, has the mystery (not to mention the 
Mystery Man) been explained away? Well, the 
film is consistent with this reading; however, it 
does not go out of its way to tip audiences off 
to this interpretation. For example, there is no 
obvious stylistic shift when Madison enters the 
fantasy world of Pete Dayton; if anything, the 
narrative and visual are more concrete—at 
least until the alternate reality starts to break 
down again. “If you read the screenplay, it’s 
easier to see," said Gifford. “I suppose you 
could have gone into black and white—-just as 
if, on the page, we could have gone to different 
type, like italics.” 

To grasp Gifford’s take on the story 
requires, perhaps, a second viewing. “I agree, 
because there’s so much menace the first time 
you see it,” said the writer. “I don’t know how 
you felt, and it’s hard for me or David to talk 
about it, because when you live with a thing 
for so long—and David had to go through the 

The story of Pete Dayton (Balthazar Getty) and Alice 
Wakefield (Patricia Arquette) may be an escape by 

Fred Madison into a fantasy to avoid his guilt. 

post-production on it, which is monumental in 
his films, because of the care he takes with the 
soundtrack and every element of it—it’s hard 
to be objective about it.” 

After an initial test screening with a hand¬ 
picked, 50 person audience, 25 minutes were 
cut, bringing the running time down to 130 
minutes. “Some people didn't quite understand 
things at first, especially in the longer version,” 
said Gifford. “My youngest son, who’s 21, got 
it all—he’s amazing that way. Some people 
had some resistance, I think, just because they 
were trying to make sense out of it. but if you 
keep an open mind, the sense comes to you; 
you sec what it is; and you can interpret it sev¬ 
eral ways.” 

Despite its willful resistance toward offer¬ 
ing easy answers, LOST HIGHWAY is never 
less than entertaining. For those unable to 
make sense out of it, the film resembles a bad 
dream about mysterious forces manipulating a 
hapless protagonist. “I think the fear of being 
out of control is a very real one that most peo¬ 
ple do have.” said Gifford. “Seeing a spirit or a 
presence or having—I don’t want to sound 
clinical—a psychotic episode, seeing the 
Mystery Man, whom nobody else can see, and 
having conversations with him—this is all real¬ 
ly an element of losing control. It’s all right 
there, and it’s not often that you would see it 
on the screen, especially in this way. There 
have been other examples of this thing, but 
never close to being filmed in this way.” 

Gifford concluded, “I think that LOST 
HIGHWAY is really reflective of the lime. 
There’s a big revolution in terms of the 
demand on your brain; it looks like there’ll be 
no end to it—things are changing so fast it 
seems like you can’t keep up with it. I think, 
for us, it exists as a metaphor. I don’t want to 
presume to speak for David in that sense, but 
for me that’s how it feels.” Steve Biodrowski 

36 



DIRECTOR DAVID LYNCH 

“Barry may have his idea of what the film 
means, and I may have my idea, and they 

may be two different things. The beauty of an 
abstract film is it’s open to interpretation.7 7 

Jazzman Fred Madison (Bill Pullman) suspects that his wile Rene (Patricia 
Arquette) Is having an affair—his first step down a lost highway to nowhere. 

anybody I don’t respect. That 
doesn’t mean you always love 
the result. But in this case, it’s a 
challenge." That challenge con¬ 
sisted of trusting Lynch to visu¬ 
alize the outrageous ideas they 
were putting on paper. “There's 
a thing, where Michael Massee 
as Andy gets stuck on the 
table—that’s so amazing the 
way David filmed it!" Gifford 
enthused. "We wrote it, think¬ 
ing, Mf a guy launched himself 
at somebody like that, could his 
head get imbedded?’ 
Remember how your mother 
told you to be careful around 
the corners of a glass table? We 
were taking that fantasy, like 
‘Don’t play with that BB gun; 
you’ll shoot your eye out.’ It’s 
the same kind of thing: what’s 
the most horrific thing that 
could happen, and could it real¬ 
ly happen? David said, ‘Don’t 
worry about it; just write it. I’ll 
worry about how to make it 
happen.’ Having complete con¬ 
fidence in him that way is very 
liberating." 

As horrible as this particular 
image is, the precision of the 
execution renders it almost 
comic, in a strange way. “It’s 
all just fantastic,” said Gifford. 
"It’s sort of beyond black 
humor. Because we had this 
freedom of being in a fantasy 
world, more or less, we could 
do anything. If spaceships came 
down, which they practically 
did, it wouldn’t be out of con¬ 
text, given where we’re at. 
That’s a tremendous structure; I 
don’t know if everyone under¬ 
stood it once we sprang it on 
them." 

Indeed, many have been per¬ 
plexed by LOST HIGHWAY. 
Gifford, however, insists that 
there is a completely rational 
explanation for the apparently 
surreal events on screen. [Sec 
sidcbar] According to Gifford, 
Fred Madison is suffering a 
kind of psychological fugue, a 
condition in which a person cre¬ 
ates another identity for him¬ 
self. This is manifested in the 
film when Fred literally trans¬ 
forms into Pete, a younger char¬ 
acter with his own identity and 
past history, for the film's sec¬ 
ond plot. This is far too much 
analysis for Lynch, who prefers 
to leave interpretation to view¬ 
ers. 

"Barry may have his idea of 
what the film means,” said 

Lynch, "and I may have my 
own idea, and they may be two 
different things. And yet, we 
worked together on the same 
film. The beauty of a film that is 
more abstract is everybody has a 
different take. Nobody agrees 
on anything in the world today. 
When you are spoon-fed a film, 
more people instantly know 
what it is. 1 love things that 
leave room to dream and are 
open to various interpretations. 
It’s a beautiful thing. It doesn't 
do any good for Barry to say 
‘This is what it means.’ Film is 
what it means. If Barry or any¬ 
one else could capture what the 
film is in words, then that’s 
poetry.” 

Still, Lynch insists he isn’t 
being deliberately obtuse; he 
may not favor advancing a spe¬ 
cific interpretation, but he does 
want the film open to interpreta¬ 
tion. “There is a key in the film 
as to its meaning,” Lynch con¬ 
tinued, "but keys arc weird. 
There are surface keys, and 
there are deeper keys. 
Intellectual thinking leaves you 
high and dry sometimes. 
Intuitive thinking where you get 
a marriage of feelings and intel¬ 
lect lets you feel the answers 
where you may not be able to 
articulate them. Those kinds of 

things are used in life a lot, but 
we don’t use them too much in 
cinema. There are films that stay 
more on the surface, and there's 
no problem interpreting their 
meaning." 

One key to interpreting the 
film may—or may not—rest in 
the character known only as the 
Mystery Man. Played by 
Robert Blake, best known for 
realistic, streetwise characters 
such as BARETTA, the 
Mystery Man is the first overt 
moment in the film when the 
picture steps beyond the 
bounds of reality. He’s a ghost¬ 
ly figure who can call himself 
on the phone and possibly 
direct Fate. He may even be 
Fate personified or Fred’s con¬ 
science. Or not. 

"The Mystery Man came 
from an old idea I had,” said 
Lynch. "I told Barry a version 
of what ended up in the film. I 
was halfway through the story, 
and it looked like he wasn't lis¬ 
tening to me. He just said, 
‘That’s it!' and started writing 
stuff down. The character came 
out of a feeling of a man who, 
whether real or not, gave the 
impression that he was super¬ 
natural." 

Blake may seem an odd 
choice for the role, but Lynch 

admires the Emmy and 
People’s Choice Award-winner 
not only for his skill as an 
actor, but for his uncompromis¬ 
ing honesty. Wanting to work 
with Blake for quite a while, 
Lynch cast the actor against 
type even though Blake admit¬ 
ted that he didn't understand 
the script. “He was willing to 
take a chance,” says Lynch. 
“Somewhere in talking and 
rehearsing, there is a magical 
moment where actors catch a 
current, they’re on the right 
road. If they really catch it, 
then whatever they do from 
then on is correct and it all 
comes out of them from that 
point on." 

elping Lynch visualize 
his surreal Los Angeles 
were two long-time col¬ 
laborators: producer- 

editor Mary Sweeney (BLUE 
VELVET, WILD AT HEART, 
TWIN PEAKS) and cinematog¬ 
rapher Peter Dcming (HBO's 
HOTEL ROOM, ABC’s ON 
THE AIR). 

A year and a half before 
LOST HIGHWAY was written, 
Sweeney had been preparing to 
begin work on another Lynch 
script. The producer didn’t like 
the rewrites as much as the first 
draft, and told him so. “It kind 
of took the steam out of his 
enthusiasm for the project,” 
said Sweeney. "It was a little 
tough for me to be honest with 
him, and it was hard for him to 
take it. So, it was with no little 
trepidation that I read LOST 
HIGHWAY, and I ripped 
through it. It was a great read, 
and I was so excited in doing 
it." 

Sweeney is producer with 
Tom Sternberg and Deepak 
Nayar, who served as on-set 
producer, while Sweeney 
picked up the reins during post- 
production, when her editing 
skills came into play. Despite 
the free-flowing nature of the 
film, Sweeney admits to no 
problems piecing the work 
together. “Working with David 
is just great,” she said. “He’s an 
all-around filmmaker, very 
involved every step of the way, 
certainly in editing, which is 
very important. We work 
together very well. There was 
absolutely no fear; I told him 
what I thought all the time, and 
sometimes he wasn't thrilled. 
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I’ll make a first cut during pro¬ 
duction; he gives me many 
notes and goes on his way. I'll 
make the changes, and he 
comes back. He had confidence 
in me. and our communication 
was good enough that he could 
tell me what he wants, knowing 
he'll get it. If it doesn’t work 
on the cutting end. he accepts 
that. We do collaborate, but he 
is very much the director in the 
cutting room." 

Conventional films can be 
restrictive in their linear narra¬ 
tives, but those restrictions pro¬ 
vide guidelines for the filmmak¬ 
ers to follow: the leading man 
wouldn't disappear in the mid¬ 
dle of the picture, and the film 
wouldn't end in the middle of a 
car chase. Still, editing LOST 
HIGHWAY was not as wide 
open as one might imagine. 
"All of that’s in the script," said 
Sweeney. "David knew exactly 
what he wanted, and it’s 
enhanced beautifully by the 
way he shoots things and how 
visual the film is. Working with 
him and getting dailies makes 
every day Christmas—all of the 
crew shows up; you can’t 
believe what you’re seeing; and 
it’s all so exciting. It wasn't a 
walk on the wild side for me. 
The film is very close to the 
script. 

"What’s interesting with 
David is you have to cut know¬ 
ing how you’re going to work it 
out, which I do know very 
well,” Sweeney continued. 
"You can trust certain things 
that feel awkward. He knows 
exactly what he’s going to do, 
and it's going to be full of 
sounds. David docs the sound 
design for LOST HIGHWAY. 
You just know the footage is 
going to be greatly enhanced. 
It's as old as the hills in film- 
making; the way you cut a 
scary sequence with music 
enhances it. There are 
sequences like that in the film. 
The transformation from Fred 
(Pullman) to Pete (Getty) has 
got terrific sounds.” 

Musical is another element 
that enhances a film, and LOST 
HIGHWAY mixes existing 
material from David Bowie, 
Smashing Pumpkins, Trent 
Rc/.nor, Nine Inch Nails, Lou 
Reed, and Marilyn Manson 
(who appears in the film as 
‘Porno Star #1’), with an origi¬ 
nal score by Lynch collaborator 

INTUITIVE INTERPRETATION 

«Hiere is a key to the film, but there are 
surface keys and deeper keys. Intellectual 

thinking leaves you high and dry sometimes; 
intuitive thinking lets you feel the answers.” 

After changing back to Fred Madison, Pullman speeds down the Lost Highway, 
pursued by police for the murder of Mr Eddy, In the film s delirious conclusion. 

Angelo Badalamenti (BLUE 
VELVET, TWIN PEAKS). 

For LOST HIGHWAY, 
most of the score was recorded 
in Prague, with additional com¬ 
positions done in London. 
"David and Angelo work 
together in such a way,” says 
Sweeney, "that long before 
they went to Prague, they had a 
couple sessions where they sat 
down and came up with some 
melodies that Angelo eventual¬ 
ly translated to orchestral 
arrangements. Some of the 
music, like the end title music 
by David Bowie, was chosen 
by David in pre-production. He 
knew right away that's what he 
wanted for the end titles. Billy 
Corgan, Trent Rcznor and some 
of that other stuff came in at the 
eleventh hour, and we had to 
figure out a place for them. We 
actually replaced a song with a 
song from Smashing Pumpkins. 

“Music came in different 
stages,” Sweeney continues. 
"All through post-production, 
David listened to music. He lis¬ 
tens to music while he thinks 
about writing. It’ s really inte¬ 
gral to him. He knows when 
something is completely ready 
and when it’s not. We use tem¬ 
porary music tracks, but the 
problem with temp tracks is 

you aren’t using what you want 
in the end. The music will 
change, and your picture 
changes in how it's cut, which 
changes the internal rhythm of 
a scene and how it feels. We 
only use temp music as part of 
the process of selection. Once a 
song is in there, it’s pretty 
much going to stay, except in 
that one case.” 

nother important key to 
/^l the film’s effectiveness 
/—i is its cinematography. 
>•>5 Unlike the brightly-lit 
comedies Peter Deming has 
worked on, such as MY 
COUSIN VINNY, LOST 
HIGHWAY offers a grayish, 
murky world of all-encompass¬ 
ing darkness. During the 1940s 
and 1950s, the heyday of film 
noir, black-and-white film 
stocks were used that were 
much slower and rendered 
shadows much more effectively 
that color stocks. 

Lynch originally hoped to 
shoot LOST HIGHWAY in 
black-and-white, but the finan¬ 
cial realities of releasing a 
mono-chrome picture to a 
color-spoiled audience kept that 
from happening. "In retro¬ 
spect,” said Deming, “1 don’t 
think filming in black and 

white would have been the 
right way to go.” To realize his 
noirish world, Lynch let 
Deming shoot LOST HIGH¬ 
WAY in varying levels of dark¬ 
ness. The film is a little creepi¬ 
er than something that has con¬ 
trast, with few exteriors or day- 
light scenes. Whenever he 
could, Deming consciously 
used hardly any light at all to 
keep contrast down. 

“There are many places in 
the movie where I would nor¬ 
mally use a back light, but did¬ 
n’t,” Deming laughed. "So you 
have people kind of melding 
into the background. It's kind of 
an extension of when Fred 
walks down the hallway and 
disappears; it’s keeping that 
feeling through the rest of the 
movie. In another film, a direc¬ 
tor would say, ‘What about a 
back light?’ and 90-percent of 
the time I'd put it there, but not 
for this movie. That was kind of 
fun. 

“Sometimes I did things 
that, in other films, would be 
looked at as a mistake,” 
Deming continued. “In this 
film, it may have been a mis¬ 
take to begin with, but you 
embrace it!”—he laughed—"I 
took the look as far as I could. 
I’ve been watching David’s 
work since ERASERHEAD, 
and had a feeling of images that 
he likes, both in watching his 
work and talking with him.” 

To ensure their planned 
darkness wouldn't be ‘correct¬ 
ed’ by a well-meaning process¬ 
ing lab, Deming kept in daily 
contact with the lab developing 
LOST HIGHWAY. He would 
warn the lab that they would be 
getting more of the same— 
either under or over exposed— 
and told them not to adjust the 
contrast. Denting was going for 
a "thought-out” darkness based 
on talks with Lynch, who usu¬ 
ally left final lighting—or lack 
of it—up to his cinematograph¬ 
er. 

“We talked about two or 
three scenes before we start¬ 
ed shooting,” Deming said. 
“Basically, we just talked about 
color and things like that. Once 
we rehearsed a scene, we dis¬ 
cussed how dark he wanted to 
go. He would rehearse while I 
watched. Then he would go 
away as I lighted the scene. If 
he had any comments about the 
lighting, he would always men- 
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David Lynch 
The visionary director refuses to 

provide pat answers for his films. 

X 
ft OST HIGHWAY has many moments 

that dearly identify it as a “David Lynch 
I L. Film.” but that film did not spring from 

his mind alone. Having written many 
scripts on his own, what did he hope that co¬ 
writer Barry Gifford would add? “It's action 
and reaction when you’re working with some¬ 
one." said Lynch. “I think it’s really wrong to 
say who does what and who wrote that. It’s 
really kind of a chemical process: you put 
those two mechanisms together, and out comes 
something different than cither one of us would 
do on our own. I don’t know quite how it 
works, but we both tunc in to the same thing, 
and suddenly it starts letting itself be known." 

The unconventional script that resulted, set 
several challenges for Lynch as a director. For 
example, one crucial plot point that had to be 
visualized is the transition from Fred Madison 
into Pete Datyon, which is presented almost sub- 
liminally. TERMINATOR 2-type computer 
morphing would have been inappropriate, 
because Madison is not some kind of shape- 
shifter disguising himself to escape prison; 
rather, he literally becomes a different person, 
with an established past, including a home, a 
family, a girlfriend, and a job. Trusting the 
power of visuals and sounds to suggest the 
change. Lynch wasn't worried about whether he 
could pull his audience past this strange narrative 
leap, “but other people were,” he 
admitted. “Sometimes there’s a 
difference between the script and 
the film. This is a case where peo¬ 
ple who were worried—when they 
saw the film, they had no problem. 
In script form, I think the intellec¬ 
tual mind is working more, and 
they have a problem.” On the other 
hand. Lynch claimed that the 
unusual ending was never an issue 
at all. The audaciousness of stop¬ 
ping the film in mid-chase might 
seem tike something that took con¬ 
siderable daring, but Lynch 
demurred, saying, “That didn't 
take any nerve; that's just the way 
it was supposed to be.” 

One of Lynch's unexpected 
coups is the casting of Robert 
Blake as the Mystery Man—a 
role that seems the antithesis of 
the actor’s established image. 

What made the director think this would work 
when the actor himself had his doubts? 
“Number One: Robert Blake’s a great actor,” 
said Lynch. “I’ve always respected him 
because he’s his own man and he's not afraid 
to say what he's thinking. He's never been 
part of the Hollywood scene—well, maybe 
when he was younger, m little bit—but he’s a 
loner. 1 just liked his work and always wanted 
to work with him myself. Actors get pigeon¬ 
holed and type-cast, and they all probably 
have nights when they say, ‘Hey, why am I 
playing these things when I’ve got so much 
more to give?* You can sec what people arc 
capable of doing—which may not be what 
they’ve been doing. Robert Blake just seemed 
perfect for this role. We met for lunch, and he 
said he didn’t understand the script, but we 
talked.” That talk led to a possibly career 
defining performance. 

Although LOST HIGHWAY was indepen¬ 
dently financed, the film did undergo a process 
normally associated with studio productions— 
a test screening, after which 25 minutes were 
cut. “Mary [Sweeny, producer] screened it for 
about fifty people,” said Lynch. “It was early 
enough so that it would be a good time to get 
some input—we knew it was too long, but we 
knew we were going to do more things to it. 
Before Mary showed it, I saw the film with 

In the film'* first strange event, the Madisons receive anonymous videotapes 
from someone stalking and photographing their house—exterior and Interior. 

Pete (Getty) dances with girlfriend Sheila (Natasha 
Greg son Wagner); his facial blemish is a vestige of 

the transformation from Fred Madison. 

Barry, and it drove me crazy. I knew what we 
had to attack; we attacked those things and 
more, before we got it right. 

“Even with only ten people, you can feel a 
film differently than if you see a film by your¬ 
self,” he added. “By yourself, you’re too 
relaxed, and you’re not really forced to get that 
feeling of many people in the room—which is 
a horrific feeling, sometimes, but it forces you 
to see a film through a group’s eyes, and you 
can learn a lot of things from it. Up to that 
time, you’ve been working scene by scene and 
getting the individual scenes working; but see¬ 
ing it all at once, it could work great scene by 
scene, but as a whole, it doesn't” 

Lynch is a director often praised (or 
damned) for his visuals, as if that were the 
beginning and end of his talent, but his films 
have often made innovative use of sound. In 
the case of LOST HIGHWAY, he handled the 
sound design himself. “Sound is fifty per cent 
at least—maybe forty per cent in some scenes. 

sixty per cent in other,” he stated. 
“Sound and picture working 
together is what films arc. It’s 
many parts, and every part you try 
to get up to one hundred per cent 
so that the whole thing can jump 
when all the parts are there—it’s 
magical. So every single sound 
has to be supporting that scene 
and enlarging it. A room is, say, 
nine by twelve, but when you’re 
introducing sound to it, you can 
create a space that’s giant, hearing 
things outside the room or feeling 
certain things through a vent, and 
then there are abstract sounds that 
arc like music—they give emo¬ 
tions and set different moods. Then 
music comes in. Transitions from 
sound effects to musical sound effects 
to music, or all things going at once, 
it’s all letting the film talk to you." 

Steve Biodrowski 



With assistance from cinematographer Pete Deming, Lynch sets up 
the shot of the absurdly grotesque death of Andy (Michael Massee). 

tion them. Fortunately it wasn't 
too often, but it did happen. It’s 
not something I dread. I kind of 
look forward to it.” 

Deming relied on spot meter¬ 
ing and cranked-down F-stops 
when shooting dark scenes. 
Some sequences became so dark 
that viewers have to lean for¬ 
ward and squint to see what is 
happening on screen. "I remem¬ 
ber when Oliver Stone’s JFK 
came out,” said Deming. 
“[Cinematographer] Bob 

Richard Pryor appears as the owner 
of the garage where Pete works. 

Richardson did a lot of cool 
stuff with over exposure, burn¬ 
ing people out. I joked that 
maybe I’ll do the same thing 
with underexposure. Somehow, 
I don't think it will take off 
quite as much. The thing I 
wanted to achieve was giving 
the feeling that anything could 
come out of the background, 
and to leave a certain question 
about what you're looking at. 
The film is working under the 
surface while you’re watching 
it.” 

This modus operandi sets up 
the Mystery Man who at first 
seems almost a subliminal 
presence, until he makes eye 
contact and steps forward. 
Another image that LOST 
HIGHWAY offers to keep 
viewers talking is Fred’s transi¬ 
tion into Pete. Not only do 
main characters change (or do 
they?), but the plot goes off 
into another direction (or does 
it?). Deming did several things 
to visually distinguish Fred's 
and Pete's stories. “Fred’s story 
is certainly darker than Pete’s,” 
Deming said. “For Pete, we did 
a little more with weird compo¬ 

sitions. To try to get inside his 
head. David kept throwing the 
focus out of scenes by pulling 
the lens in and out while we 
were shooting. I think we also 
backed off the color a little bit 
from the richness in the begin¬ 
ning of the movie. But we did¬ 
n't want to drastically change 
looks because for most people 
who see it, the first connection 
is that these two guys are the 
same guy. Because of that, you 
don't want to distinguish the 
two sections of the film too 
much.” 

Pete's story comes across as 
the more classically narrative 
of the two (or is it just the 
one?) stories. Fred's story takes 
place primarily in his house, 
whereas Pete's talc is a bit 
more mobile. To further con¬ 
fuse clarity, which gleefully 
seems to be Lynch's forte, Fred 
appears to become Pete, then 
switch back again. More of the 
transformation was shot than 
actually used. Lynch’s sensibil¬ 
ity is not to give audiences too 
much information about what is 
really happening, preferring to 
let them imagine details from 
the snippets offered. 

With all the planning, a few 
happy accidents during produc¬ 
tion did catch Lynch’s fancy. 
One such happenstance 
occurred during the rehearsal of 
a dolly shot. At the end of the 
rehearsal. Lynch saw the image 
on a monitor as the dolly was 
being brought back to its origi¬ 
nal position, while the camera 
remained stationary. The direc¬ 
tor liked the resulting image 
better than what was planned 
and wound up using it. 

Another time, first assistant 
director Scott Cameron was 
changing lenses, as Lynch sat 
by looking at the monitor. The 
screen went from sharpness at 
one focal length, to blur, to 
focus, at a new focal length. He 
was impressed with the image 
and decided to experiment with 
it while shooting. But for all 
the planning and lucky breaks 
in the world, filmmaking, at 
best, is a perfect physical repre¬ 
sentation of Murphy’s Law, 
and Deming found himself 
challenged by LOST 
HIGHWAY’S excursions out¬ 
doors, where scenes were sud¬ 
denly bright and contrasty, 
compared to the created murk 
of the film’s interiors. The 

Pete carries on a dangerous affair 
with Alice, as if trying to recapture 

the romance between Rene and Fred 

biggest challenge came with 
the nighttime desert scenes, 
when aesthetics became sec¬ 
ondary to mere logistics. 

“The weather alternated 
between cold and wind, dusty 
and dirty,” said Deming. “We 
had a lot of different lighting 
elements with us. The rig for 
Fred’s drive at the end was pret¬ 
ty elaborate; we had a semi with 
two generators pulling us in 
order to have enough power to 
do what we needed. It was a 
pretty interesting image as it 
drove through the middle of 
nowhere, with everything around 
it black as night.” 

The first cut of LOST HIGH¬ 
WAY ran two-and-a-half hours. 
Mary Sweeney hand-picked an 
audience of 50 people of vary¬ 
ing backgrounds and ages to get 
a variety of impressions. Lynch 
knew the film was too long, and 
realized what had to be cut, and 
the comments of the 50 solidi- 

Not just physically different, Pete has 
a complete life, including a job. 
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ACCESSING THE AUDIENCE 

*<You don’t really know how large a section of 
the population is going [to like your film], 
said Lynch. “The only tiring you can do is 

make it and not worry what will happen.” 

ficd for him what had to go, 
even though some of the deci¬ 
sions were difficult to make. 

“There was a lot of stuff 
about Pete’s life with his bud¬ 
dies,” said Sweeney. "There 
were a couple of great scenes 
that were visually so fantastic 
that I hated to lose them, so we 
kept them in. Pete goes out 
with his friends, first to the 
drive-in, then to the bowling 
alley, where he’s dancing with 
Sheila (Natasha Gregson 
Wagner), and both of those 
scenes arc significant. We lost 
a lot in that area, and immedi¬ 
ately after the transformation 
there are a couple of things that 
weren’t moving the story for¬ 
ward. It all had to do with 
Pete’s life, which were scenes 
that weren’t going to give peo¬ 
ple the answers they were look¬ 
ing for. Those scenes were just 
hanging there.” 

The film was eventually cut 
down to two hours, ten min¬ 
utes. An earlier scene that was 
lost illustrated the tenuous rela¬ 
tionship between Fred and his 
wife. It was one of those char¬ 
acter-revealing scenes that 
could be done without. If it 
happened to be a clue as to the 
ultimate meaning of LOST 
HIGHWAY, we’ll never know. 
The film is meant to cause dis¬ 
cussion, but such films can lead 

well-intentioned amateur 
philosophers astray as they 
lock onto insignificant scenes 
or actions, thinking them to be 
genuine clues. If viewers do 
that with LOST HIGHWAY, 
Sweeney and Lynch will be 
quite pleased to have stirred the 
viewer anyway. 

“David sings praises to 
those people,” says Sweeney. 
“He gives a lot of details. 
People give the film a signifi¬ 
cance that tells part of their 
own story, and that makes 
David so happy. I’ve had peo¬ 
ple give very funny reactions. 
There are all kinds of explana¬ 
tions for who Patricia Arquette 
(playing both Fred’s wife and 
Pete’s girlfriend) is; Fred is 
having a dream about the type 
of person he’d like to be with, 
or someone he used to be with, 
or she’s his alter ego. People 
come up with great stories and 
I can’t say if they’re right or 
wrong. Students write their 
theses on David’s movies— 
and they write fascinating 
things— but it’s not what 
David was thinking when he 
made the film. People read a 
lot into his work. I think it’s 
great. You stimulate 
people.That’s very satisfying 
for an artist.” fweeney hopes audi¬ 

ences will embrace 
LOST HIGHWAY for 
the intentionally unre- 

solvable puzzle it was meant 
to be, and don’t resent the 
lack of concrete answers. 
Lynch’s intention was to bring 
dreams into the theaters that 
viewers can connect with on 
their own terms, not on the 
filmmaker’s. 

“David has a very strong 
vision, and in other ways he's 
very reckless,” says Sweeney. 
“He has no fear. The more 
well-known you get, the more 
difficult that becomes. I’m very 
proud that he’s still ’out there.* 
He’s always lamenting that he 

Imprisoned for murdering tils wife, Fred (below) changes into Pete (above). 
Lynch minimized the transformation footage to an almost subliminal approach. 

wants to change his name, get a 
wig, grow a beard, make a 
movie as a complete unknown 
and see how people take it. His 
films are so recognizable that 
he couldn’t do that, but could 
another person come along and 
make something like this? It’s 
an interesting question." 

Lynch’s reputation certain¬ 
ly precedes him on everything 
he does, but he finds that to be 
a good thing.“You find out 

when you screen a movie for 
people how it’s going,” he 
says, “but you don’t really 
know how large a section of 
the population is going to take 
it. You have to check things 
within yourself, let that be 
your guide and hope for the 
best when it’s finished. The 
only thing you can do is make 
your film and not worry about 
what will happen. Just stay 
true to yourself." 
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A complete anomaly, SILENCE OF THE LAMBS swept the major categories—the only horror film to win for Best Picture. 
Oscar-winners Anthony Hopkins (Best Actor) and Jonathan Demme (Best Director) rehearse during filming in 1990. 

A (far too 
C"Jl hey aren't usually foreign, 

three-hour epics or dramas 
about an incurable disease, 

| so genre films generally 
■ have it tough on Oscar 

night. They are usually films 
that have featured innovative 
directing, writing and acting, 
packing multiplexes during the 
top movie-going seasons, yet 
come time for the most coveted 
nominations in Hollywood, 
they're forgotten faster than 
yesterday's Variety headline. 

Through the years, there 
have been many surprising in¬ 
clusions and omissions of genre 
films in various Oscar cate¬ 
gories. The Oscar awards began 
in 1927 (believe it or not, pre¬ 
sentation of the first awards 
took about five minutes and was 
barely covered by the press!) 
and in those early days, some 
genre classics, such as ME¬ 
TROPOLIS (1927), DRACU- 
LA (1931), KING KONG 
(1933), and THE INVISIBLE 
MAN (1933) were all complete¬ 
ly shut-out of the Oscar compe¬ 
tition, despite their popularity 
with critics and audiences. 

Yet, some of these early 
genre films did make it into 
competition. At the 1931-32 
Oscars, Frederick March was 
awarded the Best Actor honor 
for his performance(s) in DR. 
JEKYLL AND MR. HYDE. 
Seven years later, THE WIZ¬ 
ARD OF OZ received multiple 
nominations, including one for 
Best Picture. 1939 also saw the 
introduction of the Visual Ef¬ 
fects Oscar, which opened up 
the awards more for genre films 
(THIEF OF BAGDAD would 
win the following year). 

Throughout the ’40s, many 
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short) history of the genre’s Oscar winners. 

The horror genre's first Academy Award for Best Performance by an Actor in 
a Leading Role went to Frederick March for OR. JEKYLL AND MR. HYDE (1932). 

popular films, which happen to 
fall into the cinefantastique cat¬ 
egory, found themselves quite 
lucky on Oscar night. 1941’s 
HERE COMES MR. JORDAN, 
which told the story of a prize¬ 
fighter who is sent to heaven 
before his time and is then sent 
back down to earth to inhabit 
another body, received numer¬ 
ous nominations, including Best 
Picture and even took home the 
gold for Best Original Story (a 
now defunct category). The film 
was re-made in 1978 as HEAV¬ 
EN CAN WAIT, another genre 
film that received numerous 
major Oscar nods. 

Three fantasies, which have 
become holiday perennials, 
were also favored by Oscar. 
IT’S A WONDERFUL LIFE 
(1946), THE BISHOP’S WIFE 
and MIRACLE ON 34TH 
STREET (1947), were all up for 
Best Picture and other major 
awards, in their respective years. 
In the latter film, Edmund 
Gwenn even took home the Best 
Supporting Actor honors for his 
portrayal of Macy’s St. Nick. In 
his acceptance speech, the actor 
said, “Now I know there’s a 
Santa Claus.” MIRACLE also 
won for Best Screenplay. 

In the 1950s, horror, science- 
fiction, and fantasy would be¬ 
come pigeonholed as teenage 
fodder for the many drive-ins 
that now dotted the landscape. 
Some films from this decade, 
such as THE DAY THE EARTH 
STOOD STILL, THE THING 
(1951), and THE INCREDIBLE 
SHRINKING MAN (1957) 
were tremendous hits and in¬ 
spired a generation of movie-go¬ 
ers and filmmakers. Despite this 
fact, these and other genre clas¬ 
sics were excluded from all the 
major Oscar awards. 

In the ’60s, the crossover ap¬ 
peal of many studio genre films. 

helped give them a boost on Os¬ 
car night. Alfred Hitchcock’s 
masterpiece, PSYCHO (1960), 
not only ruined showers forever 
but also garnered nominations 
for its director and supporting 
actress Janet Leigh (believe it or 
not, Bernard Herrmann’s chill¬ 
ing, and often imitated, musical 
score wasn’t nominated). 

Four years later, one of Walt 
Disney’s most popular and 
charming musical fantasies, 
MARY POPPINS, gathered a 
whopping 13 Oscar nomina¬ 
tions, winning five for Actress 
(Julie Andrews), Song, Score, 
Editing and Visual Effects. An¬ 
other musical fantasy, DOC¬ 
TOR DOL1TTLE (1967), found 
itself in the midst of a contro¬ 
versy when it received a sur¬ 
prise nomination for Best Pic¬ 
ture. During the Oscar cam¬ 
paign (when studios do almost 
anything to “push” their films in 
Academy voter’s faces), 20th 
Century Fox preceded all their 
screenings of DOCTOR DO- 
LITTLE with champagne. 

cocktails, and a buffet dinner. 
Many in the industry say that 
this helped the good DOCTOR 
receive the coveted nomination. 

The following year, Stanley 
Kubrick’s 2001: A SPACE 
ODYSSEY, received nomina¬ 
tions for Best Picture, Screen¬ 
play, Art Direction and a win 

for Visual Effects. However, 
despite the fact that many con¬ 
sider this to be one of the great 
masterpieces of film, it failed to 
receive a nod for Best Picture. 
Another genre classic, PLAN¬ 
ET OF THE APES, released the 
same year, received a special 
Oscar, awarded to John Cham¬ 
bers for his outstanding make¬ 
up work in the film. 

In the ’70s, numerous popular 
genre films would be recognized 
bv the Academy. A CLOCK¬ 
WORK ORANGE (1971) and 
THE EXORCIST (1973), re¬ 
ceived numerous nominations, 
including Best Picture; in fact, 
THE EXORCIST was the most 
honored horror film up to that 
time, with ten nominations (al¬ 
though it won only two, for its 
sound design and its script). 
JAWS (1975) also received a 
Best Picture nomination; Steven 
Spielberg, however, was not 
nominated for Best Director for 
JAWS. The director later 
claimed that there was a “JAWS 
backlash"; the film had made too 
much money to be taken serious¬ 
ly in such a forum as the Oscars. 

Defying conventions, THE EXORCIST, directed by William Friedkin (below) Is 
one of the few horror film ever to receive a nomination for Best Picture. 
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DISPLACED WINNERS? 
Even if genre films don’t earn awards, 

their filmmakers sometimes do. !om Cruise has been getting 
some of the best reviews of his 
career for JERRY MAGUIRE, 
his end of the year release. 
Certainly, the critics have been 

far more excessive in their praise 
than they were for high-tech sci-fi 
spy pic MISSION: IMPOSSIBLE, 
which came out last summer. Sit¬ 
ting here on the eve of the Acade¬ 
my of Motion Picture Arts and Sci¬ 
ences' announcement of their nom¬ 
inations, I cannot help wondering 
whether this competent—but 
hardly outstanding—perfor¬ 
mance will net the actor a 
nod from the Oscar. Para¬ 
noid? Well, maybe. Howev¬ 
er, the Academy has set a 
precedent of honoring main¬ 
stream work from people 
who have released a genre 
film earlier in the year. 

In the summer of 1983, 
the fantasy KRULLwas re¬ 
leased to indifferent audience 
response and outright critical 
hostility. Yet its director, Peter 
Yates went on to earn an Academy 
Award nomination for his work on 
THE DRESSER, a respectable but 
rather dull film released later the 
same year. In fact. THE DRESSER 
received a slew of nominations; 
now, one could argue that this was 
because the material was better, 
but are we really to believe that 
Yates' work as a director miracu¬ 
lously improved between the two 
films? Or, more likely, was the 
Academy honoring his work on 
that film simply because of the 
kind of film it was? 

In 1987, Dennis Hopper found 
himself nominated for his support¬ 
ing performance in the previous 
year’s HOOS1ERS. Not a bad act¬ 
ing job. to be sure, but even Hop¬ 
per himself was reportedly as¬ 
tounded that the Academy had cho¬ 
sen to single out that performance 
over his frightening turn in David 
Lynch’s BLUE VELVET. 

After this, the events of 1993 
should have come as no surprise. 
Steven Spielberg’s JURASSIC 
PARK opened in the summer to 

recording-breaking boxofficc 
records, but begrudging reviews. 
Almost no critic was willing to 
endorse the film whole-heartedly. 
A variety of specious reasons 
were advanced for this, but the 
bottom line is that the film was 
science-fiction and therefore not 
to be taken seriously. On the other 
hand, a subject like the Holocaust 
demands to be taken seriously, so 
the response to SCHINDLER'S 
LIST later that year was over¬ 
whelmingly positive—so over¬ 
whelming, in fact, that the film 
won Oscars for Best Picture and 
Best Director. 

Now this is not to imply that 
SCHINDLER'S LIST didn't de¬ 
serve its accolades. (It certainly 
did.) But one cannot help wonder¬ 
ing whether its Oscar triumph did 
not receive a little boost from 
JURASSIC PARK. How many 
voters thought, “Well, that dino 
movie was a lot of fun, but I’m 
glad to see Spielberg has turned his 
talents to something really impor¬ 
tant." In fact, it is even conceivable 
that many voters hadn’t even seen 

SCHINDLER S UST (above) won 
Best Picture the same year that 

JURASSIC PARK broke boxoffice 
records. Coincidence or not? 

SCHINDLER’S LIST, but few if 
any hadn’t seen JURASSIC 
PARK; when it came time to pick 
Best Director, you can bet that hav¬ 
ing a mega-successful film out that 
year didn’t hurt. 

We’ll never know, of course, 
what, if any. role this played, and 
the truth is that, if SCHINDLER’S 
LIST hadn’t been as good as it 
was, no amount of boost from 
JURASSIC PARK would have 
helped it. My point is that I believe 
voters like genre films as much as 
anybody else, but they don't feel 
comfortable bestowing awards on 
them; therefore, they wait until 
genre filmmakers turn to main¬ 
stream projects. This is commonly 
seen as a maturation process— 
leaving behind childish fantasy and 
turning to dramatic reality. But 
heaven help the filmmaker who 
“regresses." For example, Tim 
Burton earned some of his best re¬ 
views for ED WOOD, a biography, 
and the film garnered Oscars for 
Martin Landau and Rick Baker. 
But look what happened when 
Burton follows up that critical suc¬ 
cess with MARS ATTACKS! Who 
knows? If he had released ED 
WOOD after MARS ATTACKS! it 
might have gone on to win Best 
Picture. Steve Biodrowski 

One year later. Sissy Spacck 
and Piper Laurie would both re¬ 
ceive nominations for their roles 
in Brian DePalma's film of 
Stephen King’s novel CARRIE, 
but it was the following year, 
with one of the biggest genre 
films ever, that the worlds of 
Oscar and cinefantastique 
would collide as never before. 

STAR WARS was not the 
type of film that traditionally 
received Academy Award nom¬ 
inations. but not even the Acad¬ 
emy could deny the film’s 
overwhelming popularity and 
lavished George Lucas' space 
opera with nine Oscar nomina¬ 
tions, including Best Picture. 
STAR WARS then went on to 
win six of those awards, includ¬ 
ing one for John Williams now- 
famous score. 

That same year, Steven 
Spielberg finally received his 
first Best Director nomination 
for CLOSE ENCOUNTERS 
OF THE THIRD KIND, but in 
another frustrating move for 
the director, the film itself 
failed to be nominated. In sub¬ 
sequent years, Spielberg would 
have little to fret over. His next 
two films, RAIDERS OF THE 
LOST ARK (1981) and 1982’s 
E.T.—THE EXTRA TERRES¬ 
TRIAL. would not only join the 
list of some of the most popular 
movies of all time, but both al¬ 
so received numerous Oscar 
nominations, including Best 
Picture and two more nods for 
Spielberg as Best Director. (He 
would eventually win, though 
not for a genre film.) 

The ’80s delivered a flurry 
of big-budget genre films; 
many of them, such as GHOST- 
BUSTERS (1984), BACK TO 
THE FUTURE (1985), and 
WHO FRAMED ROGER 
RABBIT (1988), became the 
boxoffice winner for their re¬ 
spective year. Despite such im¬ 
mense popularity, none were 
recognized by the Academy 
with Best Picture nominations, 
receiving only technical and 
honorary Oscars (or what many 
would call “token awards”). 

This brought to light the fact 
that being a boxofficc success 
was both a blessing and a curse 
(as Spielberg had alluded to 
with JAWS). It seemed that the 
Academy frowned on such 
high numbers at the boxoffice, 
which somehow labeled a film 

ccmtinurd on page 61 
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GENRE 
OSCAR PICKS 

Oscar has a way of overlooking 
cinefantastique, except in technical 
categories (remember last year when 
12 MONKEYS was nominated, not 
Tor its script hut for its costumes!). In 
an effort to counteract this oversight, 
w e offer the following list Not all the 
entries below deserve to win in their 
categories. Rather, we are pointing to 
outstanding examples in each field 
that deserve to he nominated along 
with the best of what mainstream 
cinema has to offer. (Note: As we are 
only picking efforts good enough to 
rank among the five best of the year, 
not all categories are listed; if there 
were no standouts, we omitted the 
category.) 

Picture _ 

There were a iot of entertaining 
genre films this year, but few, if any. 
were the kind of standouts that 
transcend their genre to be regarded 
simply as great films in their own right. 
Probably the best film reviewed in our 
pages this year was DEAD MAN. 
which is at most a marginal entry. Still, 
with little else to mouth a serious 
challenge we'll make that our pick. 

Director 

For all its out-of-control wildness 
and occasionally misfiring jokes, the 
tone of MARS ATTACKS! is perfectly 
suited to the material at hand, turning 
moments that read in the script as 
merely disgustingly awful (a talking 
severed human head, a dog’s head 
transplanted onto a human body) into 
wickedly gleeful black humor. Most 
people give Tim Burton credit only for 
having a colorfully cartoony visual 
sense, but turning this orgy of 
destruction into a wicked piece of 
satire shows he deserves far more 
credit than that. 

Original Screenplay 

Jim Jarmusch’s script for DEAD 
MAN is an amazing, sophisticated 
piece of work, both entertaining and 
thoughtful. 

Adapted screenplay 

Technically, Kazunori Ito's work in 
CAMERA: GUARDIAN OF THE 

Bess Watson’s moving 
performance in BREAKING THE 

WAVES was a standout. 

DEAD MAN was the most sophisticated genre effort this year. 

ATTACKS!, however, was probably 
the trickiest assignment—a score that 
that to suggest echoes of '50s sci-fi 
without descending into mere parody, 
while enhancing the antic and macabre 
visuals with just the right touch of wit. 

Original Score 

Everybody jumped all over THE 
HUNCHBACK OF NOTRE DAME 
for supposedly not living up to its 
predecessors in this department. If 
anything, however, the songs were 
belter integrated into the dramatic 
narrative than ever before, enhancing 
the story without slopping the now 
(the likable hut intrusive "A Guy 
Like You" being the only exception). 

Original Song 
UNIVERSE isn't eligible this year, 
because the film did not play a full 
week in Los Angeles last year. How¬ 
ever. his adaptation of the manga 
GHOST IN THE SHELL did qualify— 
and proved to be one of the best 
examples of cyberpunk cinema yet— 
an influential literary genre that has 
resulted in surprisingly few good films. 

Actor 

Everybody remembers (deserved¬ 
ly so) Eddie Murphy's multiple 
performance(s) in THE NUTTY 
PROFESSOR. But our pick goes to 
the less noted but far trickier work of 
Michael Keaton in MULTIPLICITY, 
playing not four different characters, 
but four clearly delineated aspects of 
the same character. 

Actress 

Bess Watson shone brightly in 
Lars Von Trier's BREAKING THE 
WAVES. Again, the genre clement is 
small, hut we won't let that stand in 
the way of recognizing talent. 

Supporting Actor 

Whatever the strengths of 
weakness of its story, nobody knew 
what kind of tone to use in IT IE 
ADVENTURES OF PINOCCHIO— 
nobody except Udo Kier, in his 
supporting role as the Puppelmaster. 
His flamboyant, broad performance 
perfectly captured a sense of 
storybook villainy brought to life, 
rather like one of the better Disney 
villains as if played in live-action (i.e., 
what Dustin Hoffman was attempting 
in HOOK, only done much better). 

Supporting Actress 

There was not a lot of impressive 
work in this category—not fault of the 
actresses hut there just weren't that 
many great supporting roles. But 
rather than let Glenn Close’s overrated 
turn in 101 DALMATIANS go 
unchallenged, we would suggest that 
both Dee Wallace Stone in THE 
FRICilfTENERS and Alice Krige in 
STAR TREK: FIRST CONTACT did 
better work. 

Foreign Film 

CAMERA: GUARDIAN OF 
THE UNIVERSE. This is not the 
kind of film a foreign country would 
ever submit as its official entry, hut it 
far and away outshines the sort of 
lugubrious, serious efforts that do get 
nominated. 

Doc UM ENTARY FEATU RE 

This category is usually mutually 
exclusive of fantasy, but this year the 
amazing MICROCOSMOS somehow 
bridged the gap, exploring the micro¬ 
scopic world of insects as if delving 
into the most amazing alternate uni¬ 
verse ever conceived in science-fic¬ 
tion. With only the barest snippet of 
narration at the very beginning, this 
film lets its images do the talking. 

Live-Action Short 

L5: CITY IN SPACE is an over¬ 
whelming visual experience. The 
I MAX format. 3-D photography and 
stereo sound will make you feel as if 
you really have been to the titular city. 

Art Direction 

Neither ESCAPE FROM L A. nor 
THE CROW—CITY OF ANGELS 
lived up to their predecessors, hut 
both made good use of Los Angeles 
to create worlds both futuristic and 
familiar. In the former. Lawrence G. 
Pauli obviously had great fun devas¬ 
tating the town, whereas THE 
CROW’s Alex McDowell turned the 
city into some kind of neo-Gothic 
alternate reality. 

Cinematography 

There was lots of good work in 
this department, but Robby Muller's 
black-white lensing in DEAD MAN 
is a luminous standout. 

Editing 

IWISTER moved like the wind 
and swept its audience along for the 
ride. MISSION: IMPOSSIBLE was 
not nearly so breathless, hut despite 
the critical reaction it was a tightly 
structured spy thriller that moved 
along quite nicely even at its exten¬ 
ded length. 

Makeup 

Rick Baker's work on Eddie 
Murphy in THE NUTTY PROFES¬ 
SOR was not only amazing hut so 
completely believublc that you almost 
forgot to be impressed and instead sat 
back and enjoyed the movie. 

Dramatic Score 

There’s probably loo much gtxxl 
work to pick out a single entry in this 
category, including Jerry Goldsmith's 
work on the latest TREK feature and 
Randy Edelman's score for 
DRAGONHEART mars 

■Hellfire," from THE 
HUNCHBACK OF NOTRE DAME. 
Instead of having Bette Midler sing a 
pup version of "God Help the Out¬ 
casts.” don’t you just wish they had 
had Alice Cooper do a version of this? 

Sound 

No one. not even the voters, have 
a clear handle on what distinguishes 
this from the Sound Effects Editing 
category. Usually, the loudest movie 
of the year wins both awards. This 
year INDEPENDENCE DAY and 
TWISTER are obvious choices that 
enhanced their visuals with densely 
layered soundtracks. 

Visual Effects 

This is one of the categories in 
which a genre film can often expect 
to win. and this year was filled with 
potential nominees: DRAGON- 
HEART. TWISTER, INDEPEN¬ 
DENCE DAY. MULTIPLICITY. 
THE NUTTY PROFESSOR. But 
looking less at just technical 
proficiency and more at what the 
effects contributed to the film. 
MARS ATTACKS! deserves credit 
for making such a major contribution 
to the finished work of art. Not just 
CGI marvels, those Martians become 
integral characters, and for once the 
cartoony. not quite realistic look of 
the computer animation actually 
works for the film. For helping to 
realize the truly unique vision of Tim 
Burton, this film deserves a 
nomination. □ 

Michael Keaton's work In 
MULTIPLICITY warrants a nod. 
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CINEMA 
By Steve Biodrowski 

A YEAR OF OVERWHELMING FILMS? 
Sound and fury, short on diversity and intelligence. 

It might be fair to say that 1996 
was an overwhelming year for 
genre films. Well, no, actually it 
would be better to say that it was a 
year of overwhelming genre 
films—that is, films like TWIST¬ 
ER and INDEPENDENCE DAY 
that were specifically designed to 
overwhelm audiences with power¬ 
house special effects and non-stop 
action. Unlike many film critics. I 
find nothing wrong with films of 
this sort, and I think they made for 
an entertaining year at the cinema. 
However, it is safe to say the range 
of good genre films was much 
more limited this year than it was 
in 1995. which gave us not only 
effects and action but also diversi¬ 
ty. In fact, if you were looking for 
an intelligent, sophisticated sci¬ 
ence-fiction effort—well, you 
could find it, but you had to look 
hard, because films like GAM- 
ERA: GUARDIAN OF THE UNI¬ 
VERSE and GHOST IN THE 
SHELL didn’t get anything resem¬ 
bling a major release. This is in 
contrast to 1995. which offered a 
variety of intelligent Films, not only 
at the art house level but also in 
mainstream terms: BABE, SEV¬ 
EN. THE SECRET OF ROAN IN- 
ISH. THE PROPHECY. In fact, 
stretching a point, it is almost fair 
to say that the best science-fiction 
film of 1996 was, technically, a 
1995 release: 12 MONKEYS 

The science was minimal, the story 
meager, but that didn't stop 

TWISTER from rocking audiences. 

12 MONKEYS, the most ambitious, intelligent science fiction film of the 
year, was technically a 1995 release, although It played mostly in 1996. 

opened exclusively in New York 
and Los Angeles during the last 
week of December but did not 
open wide until January. The film 
was also a complete surprise in 
terms of a major studio release—a 
challenging, difficult work that ac¬ 
tually managed to please fans, crit¬ 
ics, and general audiences. 

No major studio release of 
1996 came close to that achieve¬ 
ment. but that doesn’t mean things 
were all bad. The heavily hyped 
summer behemoths actually turned 
out to be a lot of fun, and for those 
wanting more and willing to look 
for it. there were sparkling gems to 
be found. (NOTE: For the Oscar 
picks on the previous page, the 
Academy of Motion Picture Arts 
and Sciences’ rules of eligibility 
were employed: a film had to play 
one full week in Los Angeles to 
qualify as a 1996 release, except in 
the case of foreign language film; 
for this list, however, any screen¬ 
ing open to the general public, 
even a single midnight showing, is 
qualification enough.) 

THE BEST 

Choosing a Number One pick for 
1996 is tricky—DEAD MAN was 
barely genre, and GAMERA: 
GUARDIAN OF THE UNIVERSE 
was barely released. For the pur¬ 
poses of this column, however, 
those factors do not outweigh quali¬ 
ty, and both films were probably 

better than any of the major studio 
genre releases. What follows, con¬ 
sequently, is a little bit of a jumble, 
as I try to reconcile the importance 
of the genre elements versus each 
film’s overall effectiveness. 

1. DEAD MAN, although superfi¬ 
cially a Western, is structured as a 
sort of spiritual awakening, with 
Johnny Depp’s titular character 
gradually taking on the mantle of 
the poet William Blake. The film 
at first seems to be set in a recog¬ 
nizable, if somewhat bizarre, ver¬ 
sion of the real world, but as the 
story progresses events stretch the 
boundaries of reality more and 
more. A hypnotic, haunting 
achievement, writer-director Jim 
Jarmusch's excellent black-and- 
white film is just so memorably 
surreal—intelligent and entertain¬ 
ing—that it earns the top spot on 
our list, above more obvious genre 
entries. 

2. One of, if not the most, unex¬ 
pected entries on this year’s list is 
GAMERA: GUARDIAN OF THE 
UNIVERSE. With a two-hundred 
foot benevolent, flying turtle, the 
film is obviously fantasy, yet the 
filmmakers treat the material like a 
serious science-fiction effort. They 
never condescend to the material, 
nor assume that the impossibility 
of the premise grants them license 
to do less than excellent work. The 

craftsmanship here—in terms of 
directing, acting, and production 
values—is superb. The effects are 
not as technically sophisticated as 
those in U.S. productions, but they 
arc well designed and utilized, and 
convincingly integrated into the 
rest of the film, which earns 
enough suspensions of disbelief on 
our part that we overlook any mi¬ 
nor flaws. A real triumph of cin- 
emagination. this films deserved at 
least as much of a release as the 
mediocre POWER RANGERS 
movie a couple years ago. 

3. MARS ATTACKS! was far from 
perfect, but then the best of Tim Bur¬ 
ton’s work has often been erratic, as 
well as eccentric. But it is just those 
eccentricities that make his work 
stand out from the rest, and they are 
on full view here. Long adept at por¬ 
traying demented clown-like charac¬ 
ters who are sometimes benevolent 
(PEE WEE’S BIG ADVENTURE) 
and sometimes malevolent (the Jok¬ 
er), Burton opts for the latter ap¬ 
proach here, giving us not a single 
homicidal lunatic but an entire plan¬ 
etful. After the more grounded reali¬ 
ty of ED WOOD, this Film was mis¬ 
interpreted as a regression to his ear¬ 
ly, cartoony work. The truth is that 
this is an explosion of imaginative 
weirdness, and I don’t mean just the 
Martian effects; certainly the human 
characters are every bit as strange 
and entertaining in their reactions to 
the decimation around them. For 
daring to be so strange—instead of 
opting for the easy patriotism of IN¬ 
DEPENDENCE DAY —and for 
carrying it off with such panache, 
this earns the highest slot of any stu¬ 
dio film this year. 

4. TWISTER has only a minimal 
science-fiction element to qualify 
for inclusion in our pages: the 
storm-chasers attempt to put some 
kind of high-tech gizmo in the vor¬ 
tex of the tornado in order to learn 
how to create a more advanced ear¬ 
ly warning system. This is merely 
an excuse to stage a number of 
mind-numbing tornado scenes, 
which director Jan DeBont handles 
with complete effectiveness. Three 
of the more amazing achievements 
of this film are: (I) it manages to 
repeatedly top the stunning and 
apparently untopable opening 
scene; (2) it manages to sustain it¬ 
self almost entirely on the momen¬ 
tum of the chase; and (3) for all its 
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Although erratic (like much ofTIm Burton's work), the strengths of MARS ATACKS far outweighed Its weaknesses. 

one-note approach, it never wears 
out its welcome. A film this effec¬ 
tive in its simplicity cannot help re¬ 
ceiving unfortunate backlash from 
critics (some in the pages of this 
very magazine), but the truth is 
that all their carping cannot dimin¬ 
ish the obvious entertainment val¬ 
ue of this effort. 

5. INDEPENDENCE DAY. What 
can you say? They came; they 
saw; they conquered. No. not the 
aliens in the film; I mean Roland 
Emmerich and Dean Devlin. After 
MOON 44. a mediocre pastiche of 
American science-fiction filmed 
in Germany, they came to America 
and in less than a decade refined 
their formula to the point where 
they could churn out an action- 
packed extravaganza that actually 
built up some genuine tension 
amidst all the fiery spectacle. By 
now we all know the plot deficien¬ 
cies (Mac-compatible aliens), the 
sentimental overreaching (we 
cheer the survival of a pet dog 
while countless humans die), and 
the feel good manipulation (no one 
seems too terribly upset over their 
dead friends). With a little more 
effort Devlin and Emmerich could 
have overcome these flaws, but 
even as it stands the effectiveness 
of the film speaks for itself. Al¬ 
though not as well sustained as 
TWISTER, this film delivered 
everything we ever wanted from 
an alien invasion film; it was as if 
everything you ever dreamed of 
while looking at posters from '50s 
sci-fi flicks actually made it off the 
posters and onto the screen. 

6. The animated GHOST IN THE 
SHELL took on far weightier is¬ 
sues than either TWISTER or IN¬ 
DEPENDENCE DAY: What is 

identity; Can artificial intelligence 
have a soul. etc. In effect, it was 
closer in spirit to DEAD MAN 
than to cither of those summer 
blockbusters, at least in terms of its 
aspirations. Unfortunately, it occa¬ 
sionally sagged under the weight 
of its philosophical speculation— 
but only to a degree. Overall, this is 
an exciting effort, with an interest¬ 
ing premise, a strong plot, and in¬ 
volving characters. It ranks among 
the best animated features ever to 
reach these shores from Japan, and 
those of you who missed its limited 
theatrical run are advised to check 
it out on video. 

7. MISSION: IMPOSSIBLE was 
written off as another summer ac¬ 
tion movie, despite the fact that 
there is very little action until the 
climactic bullet train chase at the 
conclusion. What this film really is. 

is a convoluted high-tech spy 
thriller that works on building sus¬ 
pense from a sense of isolation and 
paranoia. Director Brian DcPalma's 
stock in trade has never been the 
misogyny of which he is accused; 
rather, it is the portrayal of gifted 
youngsters who are betrayed by 
their father authority figures. He 
manages to infuse that element into 
this film, turning what could have 
been a faceless studio flick into an 
underrated auteur piece. Tom 
Cruise, by the way, is really no bet¬ 
ter in the critical fave JERRY 
MAGUIRE that earned him big re¬ 
views at year's end; in fact, his self- 
confident image worked at least as 
well here, where it was not 
stretched to sentimental extremes. 

8. STAR TREK: FIRST CON¬ 
TACT hit all the notes required to 
please fans of the franchise, provid¬ 
ing the kind of familiar schtick one 
has come to expect from the char¬ 
acters. What it also managed to do 
was generate some real excitement 
apart from the obligatory motifs. 
This talc of a Borg invasion of 
Earth was played out on a much 
smaller scale than INDEPEN¬ 
DENCE DAY (we really only see 
the gradual assimilation of the En¬ 
terprise). but it was almost as effec¬ 
tive. The scenes on 21st-century 
Earth, involving the inventor of 
Warp Drive (James Cromwell), 
were pretty much a standard issue 
NEXT GENERATION B-story, 
which allows the filmmakers to cut 
away from the main story at period¬ 
ic intervals. Fortunately, that main 
story is powerful enough to over¬ 
come the interruptions. It also has 
the benefit of Captain Picard 
(Patrick Stewart)'s own inner strug¬ 

gle to give up his obsessive desire 
to destroy the Borg—at whatever 
cost. This sort of dramatic element, 
nowhere apparent in ID4, is what 
always made STAR TREK stand 
out from much of the rest of filmed 
science-fiction; no mere effects 
show, TREK featured stories about 
interesting heroes who were recog¬ 
nizable to us even if they do live 
hundreds of years in the future. 

9. MULTIPLICITY was a much 
more interesting character study 
than the summer's other science- 
fiction comedy, THE NUTTY 
PROFESSOR. For some reason, 
audiences didn't take to it. but it is 
a very entertaining film that takes 
a fanciful premise and works out 
all its extrapolations in a humor¬ 
ous way. The story is strong 
enough that this film could have 
been played straight, and in a way 
it is: the film rarely diminishes its 
overall effectiveness by stooping 
to a cheap laugh, when the natural 
unfolding of the story generates its 
own spontaneous humor; and 
Michael Keaton, playing four ver¬ 
sions of the same characters (the 
original and three clones) delivers 
an acting performance that por¬ 
trays the characler(s) with a wide 
range of comic activity—not the 
out-of-control antics of a manic 
comedian using a role as a forum 
for his routines. The characteriza¬ 
tions are bright, and the comic tim¬ 
ing (thanks to director Harold 
Ramis) is precise. 

10. Disney has scored so big and so 
often with their animated musicals 
that it seems almost de rigeur at this 
point to include THE HUNCH¬ 
BACK OF NOTRE DAME in the 
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Top Ten. Resisting the all-too- 
common impulse to berate the film 
simply because we’ve seen it sev¬ 
eral times before, let’s take the op¬ 
portunity to point out that it is in 
some ways better than its prede¬ 
cessors. The plot may not have 
much to do with Victor Hugo, but 
what remains elevates the film to 
an appreciably adult level. The 
songs are. for the most part, better 
incorporated into the story than 
they have been since BEAUTY 
AND THE BEAST, and the level 
of spectacle—colossal architec¬ 
ture. crowd scenes, and the ever- 
popular storming of the cathedral 
(a highlight of any version of 
HUNCHBACK) are a truly spec¬ 
tacular achievement in the anima¬ 
tion medium. 

HONORABLE MENTION The alien mothership blasts away human civilization in INDEPENDENCE DAY, 
a big-budget behemoth that delivered on its promise of catclysmie destruction. 

If I were picking a film merely 
by a ratio of results versus expecta¬ 
tions. then BEAVIS AND BUTT- 
HEAD DO AMERICA would have 
ranked number one. Who would 
have expected that this apparently 
short subject idea would stretch to 
feature length without overstaying 
its welcome? Creator Mike Judge's 
wise-ass sense of humor is a wel¬ 
come antidote to much of what 
passes for comedy these days. Es¬ 
pecially impressive is his ability to 
derive laughs from these two ob¬ 
noxious characters without ever en¬ 
dorsing them. Compare this to the 
near sociopathic behavior exhibited 
by Jim Carrey in THE CABLE 
GUY—and we’re still supposed to 
find him lovable and sympathetic! 
Thankfully. Judge never tries to 
"humanize" his dumb and dumber 
duo—a wise decision, because 
much of the humor results from the 
fact that, no matter what their situa¬ 
tion (even on the point of death) 
these two guys are always blissful¬ 

ly. ignorantly, exactly the same. 
For a real change of pace from 

the above-mentioned film, there is 
BREAKING THE WAVES, Lars 
Von Trier’s metaphysical melodra¬ 
ma of religious faith. The film 
flirts with the existence of super¬ 
natural intervention for most of its 
length (over two and a half hours) 
before coming to a conclusion in 
the very last shot. Although the 
film is probably longer than it real¬ 
ly needs to be to make its point, 
the agony of the tormented Bess 
(Emily Watson), who thinks God 
is punishing her for selfishness, is 
enough to hold viewer attention. 

MYSTERY SCIENCE THE¬ 
ATER 3000: THE MOVIE did an 
excellent job of deconstructing the 
1950s mentality of THIS ISLAND 
EARTH, and besides how else are 
you going to see that sci-fi classic 
on a big screen these days? The 
commentary was on-target when 
Mike Nelson and the *bots were 

Although not as succesful as some of its 1990s' efforts, Disney scored again 
with Its animated musical version of THE HUNCHBACK OF NOTRE DAME. 

watching the movie—within a 
movie—but the wraparound se¬ 
quences aboard the Satellite of 
Love were less than inspired. The 
final episode of the TV show to air 
on Comedy Central actually did a 
far superior job in this regard: if 
the feature's host segments had 
been as good, this might have 
made it into the Top Ten. 

MUPPET TREASURE IS¬ 
LAND, rather like THE HUNCH¬ 
BACK OF NOTRE DAME, 
showed that a classic always 
works: it saves the filmmakers 
(whose strength may not lie in nar¬ 
rative) from having to construct a 
story of their own and also pro¬ 
vides a solid foundation upon 
which to build a film showcasing 
their own true particular talents. In 
this case, the incongruity of insert¬ 
ing Kcrmit and company into 
Robert Louis Stevenson's tale is 
good for laughs, but those laughs 
don’t destroy the story: the final 
confrontation between the two 
lead humans. Long John Silver 
(Tim Curry) and Jim Hawkins 
(Kevin Bishop), still works. 

DRAGONHEART had a great 
dragon and a more than serviceable 
story. Unfortunately, it didn't quite 
integrate its comic and mythic aspi¬ 
rations: though both elements were 
entertaining, they worked against 
each other, diminishing what could 
have been a classic into a good film 
with some strong points. 

A couple of short films deserve 
a mention. The IMAX film L5: 
CITY IN SPACE made you feel 
you really were in outer space. 3-D 
and stereophonic sound (enhanced 
by a fancy headset containing the 
polarized lenses and surround-sound 
speakers—no flimsy red-green 

glasses here!) immersed viewers 
in the visual effects like no film 
before, creating a truly amazing 
cinematic experience. 

WALLACE AND GROMIT: 
THE BEST OF AARDMAN ANI¬ 
MATION provided a glimpse at 
some of that company's best work. 
The compilation was highlighted 
by Nick Park’s Oscar-winning A 
CLOSE SHAVE, his third and best 
film featuring Wallace and 
Gromit. Within thirty minutes, this 
film packs more entertainment 
value than most features; in fact, it 
probably belongs in my Top Ten, 
but it’s already in the Laserblast 
Top Ten list, so in consideration of 
its limited theatrical exposure. I’m 
giving it this honorable mention. 

Two fine reissues also warrant 
attention. George Franju’s EYES 
WITHOUT A FACE briefly resur¬ 
face in L.A. with a fine new print, 
confirming the 1959 effort as a 
high point in the history of screen 
horror. Arriving early in the year, 
this was the most effective horror 
film to screen in 1996—a wel¬ 
come antidote to the misfire of 
FROM DUSK TILL DAWN 

Alfred Hitchcock’s VERTIGO 
got the restoration treatment—and 
a brief theatrical run—before hit¬ 
ting home video and laserdisc. The 
quality of the restoration was un¬ 
derwhelming—the film really did¬ 
n't look any better than when it was 
released from the vaults in the early 
1980s after being out of circulation 
for decades—but the film itself 
withstands the test of time. Despite 
its imperfections (which detractors 
emphasize and admirers ignore), 
the film is a certifiable masterpiece. 

ACADEMY OF THE 
OVERRATED 

Because of the continued mis¬ 
guided efforts of the genre press (in¬ 
cluding this magazine) to pawn it off 
as a neglected masterpiece, I was 
tempted to hand out the second an¬ 
nual award in this category (named 
after a line of dialogue in Woody 
Allen’s MANHATTAN) to 1995’s 
STRANGE DAYS for the second 
year running. Upon further reflec¬ 
tion. the award goes to SCREAM, a 
competent, well-executed, but ulti¬ 
mately rather unexceptional slasher 
film that has miraculously gone on 
to earn critical kudos and audience 
dollars. SCREAM is not a bad 
movie—actually, it fairly effectively 
achieves what it sets out to do—nor 
is it some kind of horror movie re¬ 
naissance. So, for praise in excess 
of what it deserved, rather than for 
lack of quality, it earns this year's 
honors. □ 
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SOUNDTRAX 
by Randall Larson 

A FISTFUL OF GREAT SCORES 
The best of old and and new releases. 

In film music, 1996 came and 
went much the way its predecessor 
did—with a handful of notable 
genre scores, and a far greater 
number of reissued, restored, or 
privately released editions of clas¬ 
sic scores from the past. It is this 
latter category that is perhaps the 
most interesting, because much of 
this material hasn't been available. 
Any year you can gel the original 
score from THEM! or LOST IN 
SPACE or THE CURSE OF THE 
WEREWOLF is a banner year in 
film music fantastique. All the 
same, we did have a fair share of 
new soundtracks released on CD, 
which I'll begin with as I select my 
picks for the year’s best. 

THE BEST OF THE NEW 

Once again Jerry Goldsmith 
tops the list, this time for STAR 
TREK: FIRST CONTACT (GNP 
Crescendo GNPD 8052), a defiant¬ 
ly subdued and dignified approach 
to its subject which works incredi¬ 
bly well. Goldsmith embroiders 
his score with a sense of grand leg- 
endry, his theme seasoned and ele¬ 
gant rather than bombastic and 
vigorous. The heroism of the 
FIRST CONTACT score is a quiet, 
reflective one. It’s a tribute to the 
harmonic future envisioned by the 
entire STAR TREK milieu; the 
new theme is an affecting capitula¬ 
tion of all the adventures that have 
come before in the TREK uni¬ 
verse. The music recognizes the 
stature of its characters and their 
history, and speaks to this with 
reverence and admiration. 

The CD is one of several “en¬ 
hanced CD soundtracks" issued in 
1996—a new trend started during 
the year in which the CD’s audio 
program is enhanced by an interac¬ 
tive software program which can 
be played on a computer’s CD- 
ROM drive. On this one the data 
program includes interviews with 
Goldsmith and other FIRST CON¬ 
TACT filmmakers. 

David Arnold’s music for IN¬ 
DEPENDENCE DAY (RCA- 
BMG 09026-68564-2), like his 
fine score for 1994’s STARGATE, 
is among the year’s best. With less 
than a half-dozen scores under his 
belt, this British composer contin¬ 
ues to emerge as one of the finest 
orchestral composers of the ’90s. 
ID4 is rooted in muscular sym¬ 
phonies appropriate to the film's 
conventional patriotics and easily 

suited to the film's large scale. 
From the score’s heroic “cvcry- 
man" theme to its energetic sym¬ 
phonic rampages, Arnold’s alien 
invasion soundtrack is outstanding 
on CD, where it can be enjoyed 
“independent” from its film. 

There were few outright fanta¬ 
sy films released in 1996 and few¬ 
er whose scores made it onto CD. 
Two that did are Trevor Jones' 
score for the Jim Henson Produc¬ 
tion’s telefilm. GULLIVER’S 
TRAVELS (RCA-BMG 09026- 
68475-2) and Randy Edelman's 
DRAGONHEART (MCA MCAD- 
11449). Jones' classically-styled 
orchestral score is in his best 
DARK CRYSTAL vein, in keep¬ 
ing with the film’s period while 
lending it a graceful tonality and 
cadence that held the film’s styl¬ 
ishly disjointed sequencing togeth¬ 
er. With telefilm scores on CD few 
and far between, it’s rewarding to 
have this pleasant and affecting 
soundtrack available. Randy Edel¬ 
man's heartfelt music for DRAG¬ 
ONHEART is glorious and capti¬ 
vating. easily among the compos¬ 
er’s best works. This is grand film 
scoring in the best Hollywood tra¬ 
dition. from Its gentle heroic theme 
to its rhythmic, action-scene tonal¬ 
ities. The score is rich in melodi¬ 
ous orchestration, tinged occasion¬ 
ally with medieval stylisms but al¬ 
ways maintaining a fertile 
sonorous sensibility. 

George Fenton's music for 
Stephen Frear’s oblique look at the 
Jekyll & Hyde story, MARY 
REILLY (Sony Classical SK 
62259), is an exquisitely com¬ 

pelling score beautifully captured 
on CD. Performed by the venera¬ 
ble London Symphony Orchestra. 
Fenton's music is mysterious and 
morose, the musical counterpart to 
Julia Roberts' poignant perfor¬ 
mance in delineating the Reilly 
character. There is lots of spare, 
plaintive violin, echoing both the 
sadness of Mary’s upbringing and 
the starkness of Jekyll and Hyde. 
The music is refined and delicate, 
wisping across the film and its 
characters like gossamer, explod¬ 
ing into surging intensity in cues 
like “Mary’s Errand” where Fen¬ 
ton transforms his melancholy ex- 
pressivo into a violent orchestral 
mix of piano, rustling windlike 
synths. percussion, and plenty of 
fast-bowed violin. 

For good, old-fashioned chills 
you can't beat Dannv Elfman’s 
score for THE FRIGHTENERS 
(MCA MCAD-11469), a rousing 
broth of orchestra, synths and 
choir which bubbles over with 
manic intensity. Over an underly¬ 
ing structure of harpichord. Elf- 
man’s doomsaying violin chords 
rage downwardly, spurred along 
by higher spirals of violins, bass 
rhythm notes, string filigrees, 
harsh choral intonations, and plen¬ 

ty of intricate instrumentation. The 
score harkens back to Elfman’s 
music to BEETLEJUICE and 
TALES FROM THE CRYPT, 
tongue firmly driven into cheek, 
the result a merry mix of musical 
mayhem. (Elfman went on to pro¬ 
vide similar sci-fi treatment to 
MARS ATTACKS! but the CD 
didn't make it into the stores till 

Harkening back to his early efforts like BEETLEJUICE, Danny Elfman 
provided excellent tongue-ln-cheek horror music for THE FRIGHTENERS. 

Jerry Goldsmith takes top honors for 
his wonderful understated music tor 

STAR TREK: FIRST CONTACT. 

late January *97.) 
Finally, this year’s Preserved 

From Oblivion award must go to 
Intrada, whose release of Christo¬ 
pher Stone’s fine scores to a pair of 
already forgotten movies, TICKS 
and FIST OF THE NORTH STAR 
(Intrada MAF 7069), salvages a 
duo of notable genre scores too 
good to fall into neglect. The FIST 
score is vibrant, strenuous music 
very effectively orchestrated, 
synths playing nicely off of 
symphs, built around a sturdy 
heroic theme. Music for TICKS 
literally scuttles with intricate 
movement, its theme made up of 
slow strings growing in intensity 
over a scurrying carpet of plucked 
violin and percussion. A twangy 
acoustic guitar theme creates local 
color amid the orchestral mystc- 
rioso. It’s by nt* means the equal to 
the Goldsmith or Edelman scores, 
hut it's likable enough to earn 
some notoriety among the year’s 
genre soundtracks. 

THE BEST FROM 
29,000 VAULTS 

1996 continued the desirable 
trend of releasing previously un¬ 
available scores for the first time, 
either through the original sound¬ 
tracks or via faithful re-recordings. 
Historically, perhaps the most im¬ 
portant of these is Rhino’s splen¬ 
did restoration of the original 
WIZARD OF OZ soundtrack 
(Rhino R2 71964). In addition to 
the familiar songs, now for the first 
time Herbert Stothart’s magnifi¬ 
cent Oscar-winning orchestral 
score can be heard in all its origi- 
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FIST OF THE NORTH STAR may have been a forgettable film, but Its worthy 
score by Christopher Stone has been saved from oblivion, along with TICKS. 

nal stereophonic glory in this two- 
CD booklet deluxe set. Taken from 
the original recordings, these in¬ 
strumental cues include extended 
versions of cues shortened for the 
film as well as outtakes never be¬ 
fore heard. A dozen supplemental 
cues—demo recordings and un¬ 
used songs—also appear for the 
first time. Far more than just a mu¬ 
sical, the CD salvages, in beautiful 
form, one of the late 1930s' finest 
fantasy scores. 

Rivaling it in terms of musical 
interest is Crescendo's blockbuster 
6-CD set. The Fantasy Worlds of Ir¬ 
win Alien (GNP Crescendo GNPD 
8044-8049). which provides for the 
first time the original soundtracks 
to those chestnuts of televised sci- 
fi. LOST IN SPACE, THE TIME 
TUNNEL. LAND OF THE GI¬ 
ANTS. and VOYAGE TO THE 
BOTTOM OF THE SEA. Contain¬ 
ing a plethora of early music by 
John Williams. Jerry Goldsmith, 
Alexander Courage, and others, this 
release is a dream come true for 
many film music fans. Williams cut 
his teeth on the campv lunacy of 
LOST IN SPACE and LAND OF 
THE GIANTS. His music in partic¬ 
ular is full of quirky inventiveness. 
Goldsmith's efforts on VOYAGE, 
along with those of veteran com¬ 
poser Paul Sawtell (THE FLY), are 
equally notable. Including a thick 
volume of accompanying notes, 
this expansive collection is a dream 
come true. 

TVT simultaneously issued four 
new volumes of its nostalgic Televi¬ 
sion's Greatest Hits series, serving 
up 260 TV themes taken from the 
original music tracks. Everything 
from THE FLYING NUN to THE 
SIMPSONS, from kidvid to sit¬ 
coms, cop shows to westerns, the 
CDs also included such notable sci- 
fi and fantasy themes as: THE IN¬ 
VADERS, NIGHT GALLERY. 
KOLCHAK: THE NIGHT 
STALKER, THE NEW TWILIGI IT 
ZONE. ALIEN NATION, and LOIS 
AND CLARK, among its more 
mainstream fare. More than a 
“Name That Tune” party game, the 
CDs have salvaged a treasure trove 
of terrific TV theme music. 

Speaking of treasure troves, 
1996 was very gw>d to vintage hor¬ 
ror scores, and a number of hitherto 
unpreserved terror tonalities made 
their way onto compact disc in fine 
re-recorded form. In Monstrous 
Movie Music and its sequel. More 
Monstrous Movie Music (MMM- 
1950 and 1951), producer David 
Schecter serves up a feast of some 
of the 1950's best monster music: 
lengthy suites from things like 

THE MOLE PEOPLE. THEM!, 
GORGO, THE BEAST FROM 
20,000 FATHOMS, and TARAN¬ 
TULA. Fifties horror movies had 
a musical style all their own; de¬ 
rived from the Universal horror 
films of the previous two decades, 
the music was inventive, dynam¬ 
ic, infectious, featuring the early 
work of Henry Mancini. Bronis- 
lau Kaper, and Angelo Francesco 
Lavagnino. Restored by Kathleen 
Mayne and performed by the Ra¬ 
dio Symphony Orchestra of Cra¬ 
cow under the baton of Masatoshi 
Mitsumoto. the renditions arc 
flawless and painstakingly faith¬ 
ful, arranged with the participa¬ 
tion of composers Irving Gertz 
and Herman Stein. Well-illustrat¬ 
ed CD booklets offer detailed 
notes on the films, their scores, 
and their composers. 

Its counterpart across the At¬ 
lantic was Horror! (Silva SSD 
106(1), a collection of music from 
British horror films including first- 
ever recordings of suites and 
themes from such classic scores as 
Clifton Parker’s NIGHT (CURSE) 
OF THE DEMON, Humphrey Scar¬ 
e's THE HAUNTING, Paul Fer¬ 
ris’s W1TCHFINDER GENERAL 
(THE CONQUEROR WORM), 
and Benjamin Frankel’s CURSE 
OF THE WEREWOLF. Conduct¬ 
ed by Kenneth Alwyn and per¬ 
formed by the Westminster Phil¬ 
harmonic, the performances of this 
tremendous monster music are vi¬ 
brant, faithful, and very welcome. 

Silva also unearthed THE 
DEVIL RIDES OUT (Silva SSD 
1059), a compilation of six film- 
scores by renowned Hammer com¬ 
poser James Bernard. Somewhat 
of a follow-up to their 1989 CD 
Music From The Hammer Films, 

Silva presents more than an hour's 
worth of material, from the diabol¬ 
ical frenzy of THE DEVIL RIDES 
OUT [THE DEVIL S BRIDE) and 
the spooky sonorities of the 
Quatcrmass trilogy to the lilting 
lyricism of FRANKENSTEIN 
CREATED WOMAN and SCARS 
OF DRACULA, and an extended 
suite from Bernard’s personal fa¬ 
vorite. SHE. The value of the re- 
recordings is that the orchestras 
are larger than Hammer originally 
could afford, so the sound is fuller 
than it was on the original sound¬ 
tracks. Conductors Kenneth Al¬ 
wyn. Paul Bateman, and Nic Rainc 
worked closely with Bernard on 
the arrangements to insure correct 
interpretations. The result is an im¬ 
portant and powerful gallery of 
some of the best horror music of 
the last 40 years. 

Complementing the Silva disc, 
Bernard's doggedly thrilling mu¬ 
sic for Hammer’s HOUND OF 
THE BASKERVILLES turned up 
on an elementary compilation en¬ 
titled Sherlock Holmes—Classic 
Music From 22IB Baker Street 
(Varese Sarabande VSD-5692), 
nicely performed by an unnamed 
orchestra under the baton of Lan- 
ny Meyers. The CD contains 
much music hitherto unavailable, 
including those wonderfully melo¬ 
dramatic Basil Rathbonc scores by 
Cyril Mockridge and Frank Skin¬ 
ner, and Bernard's elegantly cata¬ 
clysmic Hammer music. 

Also premiering in 1996 was 
the first-ever recording of one of 
fantasy's finest film scores, 
Georges. Auric’s music for Jean 
Cocteau's 1946 French version of 
BEAUTY AND THE BEAST 
(Marco Polo 8.223765). Cocteau’s 
film is a classic of film fantasy, and 

its score, by respected French com¬ 
poser George Auric, who scored 
most of Cocteau’s films of this 
period, is sumptuously classical, 
enhanced by wordless chorus. It 
takes on an almost balletic quali¬ 
ty, equally as impressionistic as 
Cocteau’s direction and the mar¬ 
velous set design of Christian Be- 
rard. Told by the director to avoid 
a close association of image and 
music. Auric’s composed a score 
than embodied the delicate, 
haunting essence of Cocteau’s ex¬ 
quisite fairy tale utilizing orches¬ 
tra and choir. Much of the score is 
quiet and static, with nonmoving 
figures and chords emphasizing 
the uniqueness of the setting and 
the events. This contrasts nicely 
with those moments when Auric 
lets loose with audible energy. 
The CD contains the complete 
score—including those cues 
deleted from either or both the 
American and French prints of the 
film. A 16-page CD booklet is in¬ 
cluded with plenty of b/w photos 
and notes on the film, its music, 
and its composer. 

Other notable vintage scores 
appearing on CD for the first time 
last year included a six-minute 
segment of Franz Waxman’s music 
for Tod Browning’s 1936 THE 
DEVIL DOLL on Legends of Hol¬ 
lywood: Franz Waxman Vol. 4 
(Varese Sarabande VSD-5713, 
Queensland Symphony), Les Bax¬ 
ter’s CRY OF THE BANSHEE 
and EDGAR ALLEN POE SUITE 
coupled with John Cacavas's 
HORROR EXPRESS (Citadel 
STC 77107) and Tristram Cary's 
modernistic score for Hammer's 
OUATERMASS AND THE PIT 
(The Film Music of Tristram Cary. 
Vol. 1. Cloud Nine CNS 5009, 
original soundtrack). 

Tetarc dazzled us with a stun¬ 
ning audiophile tribute to 30 years 
of Star Trek, in Symphonic Star 
Trek (Telarc D-80383. Erich Kun- 
zel, Cincinnati Pops Orchestra), an 
aural experience featuring excerpts 
from all of the Trek TV series and 
films, enhanced by unobtrusive 
sound effects cues that give one’s 
stereo system a workout. 

What can we expect for 1997? 
Probably more of the same. A new 
set of STAR WARS soundtracks to 
accompany the enhanced rerelease 
of the trilogy. More compila¬ 
tions—perhaps a third Monstrous 
Movie Music CD and a new Ham¬ 
mer collection; more composer 
promo albums (now you see ’em, 
now you don't). 

And. perhaps, even a handful 
of great new scores. 
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DTV 
by John Thonen 

THE BEST OF YEARS, THE WORST OF YEARS 
Never has the gap between good and bad loomed so wide. 

It was the best of years; it was the worst 
of years. OK, maybe Dickens is a little too 
melodramatic for a column on 1996’s Di¬ 
rect To Video (DTV) releases. Still, the 
highs and lows of the year’s best and worst 
DTV have never before been so extreme. 
It's more than a little depressing that some 
of the films listed here couldn’t garner a 
decent theatrical release. On the other 
hand, that very fact means some categories 
boast the best films covered since this col¬ 
umn began 4 years ago. So. here they are: 
the DTV offerings worth searching for. 
along with the ones guaranteed to develop 
calluses on your ‘fast-forward scan finger.’ 

BEST SCIENCE FICTION FILM 

While LIFEFORM’s video box makes 
the film sound like any of a dozen other ac¬ 
tion-oriented. monster on the loose titles, 
there is more going on than a jaded DTV 
viewer might expect. The film’s clever 
premise starts with the return of a long 
missing NASA Mars probe. The ship has 
been modified, by unknown forces, to 
transport an alien embryo. The embryo de¬ 
velops rapidly, and the research station and 
its small staff are quarantined. 

The alien’s purpose and its nature are 
never clearly defined, keeping the viewer, 
unsure of what might happen. Clearly the 
creature is not an INDEPENDENCE DAY- 
style invader, but neither is it a benevolent DAY 
THE EARTH STOOD STILL-type visitor. It is 
this ambivalence that maintains the film’s ten¬ 
sion and which makes it unique. Effects are 
kept to a minimum, with most of the film offer¬ 
ing only glimpses of the creature. However 
when finally viewed in full, co-produce r/make- 
up wiz Tony Gardner (TOMMYKNOCKERS) 
manages to come up with quite a unique cre¬ 
ation. It’s one of the most original aliens ever to 
grace the screen. 

Writer-director (first name?] Barker delivers 
the sci-fi action and suspense the box-blurbs 
promise, but he also manages to develop his 
story logically, through believable characters, 
notably the scientists who, instead of being the 
expected handsome researcher and sexy biolo¬ 
gist. are average looking, middle-aged people. 
Baker maintains an uncommon level of realism 
while dispensing the fantastic. It’s a refreshing 
change from most DTV sci-fi. as is most of the 
rest of the film. 

WORST SCIENCE FICTION FILM 

As evidenced by the youthful appearance of 
star Brenda Bakke (at least 10 years younger 
than in UNDER SEIGE 2), GUNHEAD, a 
Japanese produced, manga-styled tale, has 
spent some time on the shelf. Now, belatedly 
released, it’s delayed entry becomes under¬ 
standable. A rousing adventure could have been 
fashioned from the film’s reluctant pairing of a 
band of techno-thieves and a female Texas 
ranger in a raid on a computer-controlled 

Michael York and Richard Belzer elevate Roger Cormans 
DTV remake ol NOT OF THIS EARTH Into a winner. 

fortress. Instead, most of the group are quickly 
killed, and the survivors are paired with a cou¬ 
ple of grating techno-nerd kids to reassemble 
the title machine, a huge war-bot. 

Your DTV rental dollar gets you only an 
endless flow of bad dialogue, dreadful acting 
and mediocre effects in a film so lifeless that a 
robot cast and director would have made little 
difference in the final results. 

BEST HORROR FILM 

MUTE WITNESS. Writer-Director Anthony 
Waller’s debut effort is 1996's best DTV hor¬ 
ror-thriller. The film's simple premise finds Bil¬ 
lie Hughes, a mute makeup effects artist, work¬ 
ing on an American “slasher” film in the former 
USSR. After witnessing the filming of a real 
life “snuff film, she ends up on the run from 
the killers. With little more set up than that. 
Waller proceeds to unfold a taut and often daz¬ 
zling tour de force of suspense, lightened now 
and then by dark-tinged humor. 

Waller never lets us lose track of the human 
aspect of his story, presenting his characters as 
people, not merely as a filmaker’s automatons. 
The viewer cares about Billy, and even the 
briefly seen snuff-film victim is presented 
with a touch of humanity that makes her death 
uncomfortable to watch instead of titillating. 

It is impossible to understand why a film of 
this caliber received only a minimal theatrical 
release, while the dreadful HEI.LRAISER and 
HALLOWEEN sequels managed wide-rclease 
in over a thousand theaters. For a DTV offering. 

the film did earn considerable critical at¬ 
tention which allowed Waller to land the 
upcoming AN AMERICAN WEREWOLF 
IN PARIS. 

WORST HORROR FILM 

1996 finds that DTV has virtually aban¬ 
doned the horror genre. One refuge has 
been A-PIX Home Video. While the sup¬ 
port for horror is appreciated, most of their 
films are not. Case in point: THE WHIS¬ 
PERING. A balding, paunch-bellied Lief 
Garrett, far from his teen idol days, 
toplines this exercise in tedium. The story 
deals with an insurance investigator look¬ 
ing into a string of suicides that seem to 
have been motivated by an androgynous 
phantom. 

There is not one moment here that gener¬ 
ates even a modicum of suspense. The sto¬ 
ryline becomes increasingly more convo¬ 
luted as the viewer’s interest is rapidly 
turning to ennui. This is the second year in 
a row that an A-PIX release has claimed 
the dis-honors in this category. Watch this 
spot to see if they go three for three in '97. 

BEST SEQUEL 

CHILDREN OF THE CORN IV: THE 
GATHERING is a name-only follow-up 
to last year’s best sequel winner: COTC 
3: URBAN HARVEST. While neither 

will ever be heralded as the second coming 
of horror, the series has been unusual in 
starting out dismally and then getting better 
with each subsequent offering. This time out 
no thread is maintained to the earlier films. 
In lieu of the earlier malefic deity that 
walked between the rows of corn, we are 
here offered the spirit a murdered child, Josi- 
ah. Abandoned by his unwed mother and 
raised to be a youthful evangelistic preacher 
by cruel and opportunistic step-parents, he 
has returned to reek vengeance on the adults 
of a small town. 

While the film over-relics on shock-awaken¬ 
ing dream sequences and gory deaths via sharp 
implements. The most unusual aspect of the 
film is its lead characters, whom we actually 
come to care about. 

WORST SEQUEL 

NEMESIS 3: TIME LAPSE, the worst DTV 
sequel for *96 is also a follow-up to last year s 
worst sequel, NEMESIS 2. That this sequel 
maintains the brain-dead qualities of its prede¬ 
cessor isn’t all that surprising since director Al¬ 
bert Pyun filmed them back to back. This one 
manages a little of the goofy charm that has sal¬ 
vaged some of the prolific Pyun’s other offer¬ 
ings, and the action sequences and effects are 
more plentiful and better staged than in #2, but 
nothing can hide just how dumb this is. Closing 
previews threaten yet another entry in the un¬ 
wanted scries. Care to make any predictions on 
1997’s loser in this category? 
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BEST CHARLES BAND/ 
ROGER CORMAN FILM 

In past years this section has 
been the exclusive domain of DTV 
godfather Charles Band. 1995 saw 
the near demise of his Full Moon 
production operation and a severe 
curtailing of his releases. The drop 
in quantity necessitated the expan¬ 
sion of the category. The only oth¬ 
er presence in the DTV pantheon 
equal to that of Band's is exploita¬ 
tion guru Roger Corman. making 
him the obvious addition to the 
category. 

One of the oddest, and least sat¬ 
isfying. methods Corman has been 
using of late is doing remakes of 
his own films. Most of them are 
dreadful; however. NOT OF THIS 
EARTH, the latest version of the 
venerable 1957 trash classic (al¬ 
ready remade by Corman in ’88), 
is a happy exception. 

The remake's greatest strength 
lies in its casting. While most for¬ 
mer name performers would give a 
perfunctory turn at best in a low 
budget effort such as this, Michael 
York gives it his all as the title 
presence. He offers a solid perfor¬ 
mance. full of odd speech ca¬ 
dences and stilted body move¬ 
ments that bring Jeff Bridge’s 
work in STARMAN to mind. Eliz¬ 
abeth Barondes is far more satisfy¬ 
ing in the female lead than the 
more pulchritudinous Traci Lords 
was in '88. and Richard Belzer is a 
delight as the alien's unwitting 
Renfield. Only the always bland 
Parker Stevenson disappoints as 
Barondes* policeman boyfriend. 

The film is further bolstered by 
some imaginative effects, includ¬ 
ing a nifty flying manta-ray crea¬ 
ture, and a sometimes humorous, 
but never spoofy. script. One can 
only wish that all of Corman’s re¬ 
makes, or even his original pro¬ 
ductions, were as enjoyable as this. 

WORST CHARLES BAND/ 
ROGER CORMAN FILM 

CAGED HEAT 3000 docs 
nothing to improve the ignomin¬ 
ious reputation of the Women In 
Prison genre. Lacking even the 
most rudimentary aspects of story¬ 
telling or characterization it offers 
instead, showers, stabbings. rapes, 
fights and several torture se¬ 
quences that delve deeply enough 
into B&D/S&M imagery as to 
verge on the pornographic. 

Corman—who should hang his 
head low for this one—needs to 
package this release with accom¬ 
panying bulk eraser and a bar of 
soap. That way viewers could first 

continued on page 61 
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LASERBLAST 
by Dennis Fischer 

1996: THE SPECIAL EDITION 
A banner year for discs with extras. 

Despite the sometimes lackluster 
cinematic offerings of 1995, *96 was 
another banner year for laserdisc re¬ 
leases with a few promising new 
trends. At once the most encourag¬ 
ing and the most frustrating of the 
trends has been the proliferation of 
laserdisc special editions, which pro¬ 
vide extensive background informa¬ 
tion on the making of various classic 
films. Universal's "Signature Col¬ 
lection" which released special edi¬ 
tions of E.T., FIELD OF DREAMS, 
and TREMORS last year (with 12 
MONKEYS. DRAGONHEART, 
PSYCHO, and Carpenter's THE 
THING slated for this year) makes a 
bid for rivaling Criterion's, Fox’s 
and MGM's special edition pack¬ 
ages. though the Universal releases 
will typically not have accompany¬ 
ing commentary on a analogtrack. 
preferring to put together madc-for- 
disc documentaries. What's espe¬ 
cially frustrating is affording to 
keep up with all the new materi¬ 
al—bonus editions typically run 
$100-125, as opposed to $40 for 
film only versions. 

Still, the top laser release of 
1995 was Criterion’s long-delayed 
BRAZIL box set, which features 
the entire European cut of the film 
in letterboxed CAV format, plus 
two one-hour documentaries (one 
on the making of the film, the oth¬ 
er on the battle with Sid Sheinberg 
over releasing it) and the entirety 
of the infamous television version 
(with commentary) on CLV sides. 

Though how often one would 
want to view the awful, re-cut and 
re-scored television version is 
open to question. One interesting 
feature it does contain is an alter¬ 
nate version of the scene between 
Sam Lowery (Jonathan Pryce) and 
his best friend Jack the Torturer 
(Michael Palin). Meanwhile, the 
print of BRAZIL is brilliant, trans¬ 
ferred with all colors and details 
of Gilliam’s intricate design intact. 
This print of the film contains two 
scenes omitted from the American 
release (one covering how prison¬ 
ers are charged for their interroga¬ 
tion; the other establishing Jill's 
demise when Sam was captured). 
One of the biggest bonuses is 
Gilliam’s running commentary de¬ 
fending his artistic choices, which 
enhances one’s appreciation of 
this intricate and unique science 
fantasy. 

2. BABE (Universal/MCA) de¬ 

served its Best Picture nomination 
(and won for Best Special Effects). 
Not your standard issue kids* talk- 
ing pig picture, George (MAD 
MAX) Miller and Chris Noonan's 
script creates a scries of lively 
barnyard characters, with the 
butcher's knife ever near to keep 
things from getting too sentimen¬ 
tal. The film is a parable about de¬ 
veloping your talents in new areas 
at the risk of looking foolish—and 
it works. Kudos to director Noo¬ 
nan for what must have been his 
incredible patience. 

3. TOY STORY {Disney/Image), 
the first feature length all comput¬ 
er-animated fantasy is also a time¬ 
less joy, thanks to its sure sense of 
characterization and invention. Di¬ 
rector John Lasseter earned a spe¬ 
cial achievement Academy Award 
for his work on this wonderfully 
inventive tale of rivalry and friend¬ 
ship. It is letterboxed in l-assetcr’s 
chosen aspect ration of 1.77 on 
both the bargain priced single disc, 
or the deluxe edition with behind- 
the-scenes material. 

4. A GRAND DAY OUT & THE 
WRONG TROUSERS (CBS 
Fox/BBC Video) are the two Acad¬ 
emy Award nominated Nick Park 
short subjects (the latter a winner), 
each presented on a side in CAV. 

These cunningly constructed sci¬ 
ence fiction comedies featuring the 
characters of Wallace and Grommit 
are, frame-for-frame, some of the 
cleverest cinematic work since A 
NIGHTMARE BEFORE CHRIST¬ 
MAS. The first deals with a trip to 
the moon, where they encounter a 
peculiar lifeform. The latter fea¬ 
tures wall-walking techno-trousers 
and a spot-on Hitchcock pastiche, 
and both are must-sees. (See fea¬ 
ture story on Park in CFO 28:1). 

5. MGM HORROR CLASSICS 
(MGM/UA) Last year saw MGM’s 
best ’30s horror films at last on 
disc, and they arc a true must- 
have. At last, the missing footage 
cut from the cassette release of 
THE MASK OF FU MANCHU is 
restored, albeit in rougher form 
than the rest of the film. (Racially 
offensive material referring to 
whites was cut. while Asian insults 
had been left intact). This features 
on of Karloff's more amusingly 
sinister characterizations as the 
dread Dr. Fu Manchu. Peter Lorre 
gives an equally brilliant perfor¬ 
mance as Dr. Goggol in MAD 
LOVE, based on “The Hands of 
Orlac,” and beautifully pho¬ 
tographed by Gregg Toland. THE 
DEVIL-DOLL is Tod Browning's 
most underrated film as Lionel 
Banymore plays an escaped convict 
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who uses a scientist's shrinking 
machine to wreak revenge. The 
special effects hold up very well 
and have their own special quality. 
The most disappointing film of the 
bunch is MARK OF THE VAM¬ 
PIRE. an atmospheric but tension- 
less mystery with some beautifully 
outre shots of Lugosi and Carol 
Borland. Lugosi has almost no dia¬ 
logue in the film, so a terrific 
bonus is that he gets to narrate the 
entire trailer for the film which is 
also included. The only caveat is 
that the films* soundtracks have 
not been digitally cleaned of hiss 
and roughness. 

geniously incorporates the form of 
an old-fashioned night at the 
movies, presenting a cartoon, a 
brief newsreel, a bit of chapterplay, 
and a feature. The feature concerns 
real-life Japanese mystery writer 
Edogawa Rampo, who begins to 
wonder where fantasy leaves off 
and reality begins when he meets 
what appears to be the woman 
from a story he has been writing 
in real life. This transfer captures 
the stunningly beautiful photog¬ 
raphy by Yasushi Sasakibara as 
well as the lush score by Akimasa 
Kawashima. Filled with 
wonderful imagery and bizarre 
characters, the film is intriguingly 

BABE, CFO's pick for Best Film of 1995, is now one of the best discs of 1996. 

ambiguous, terrifically ambitious, 
and more demanding than any¬ 
thing we can expect from one of 
today’s major American film stu¬ 
dios. 

K. GOLDENEYE (MGM/UA) is 
neither the best nor the worst of 
the Bond films, but Pierce Bros- 
nan makes a credible Bond. It 
makes for a terrific and relatively 
low-priced laser package (thereby 
beating out the Special CAV ver¬ 
sion of THUNDER BALL with its 
vastly improved transfer). The 
film has a science-fictional 
premise about activating a devas¬ 
tating electromagnetic pulse, and 
there are some memorable stunt 
scenes. The laser features audio 
commentary by director Marin 
Campbell and producer Michael 
G. Wilson, over 15 trailers and 
television spots, the WORLD OF 
007 special with highlights from 
the entire series, plus Tina Turn¬ 
er’s music video and an original 
featurette. 

9. DAWN OF THE DEAD (Elite) 
just edges out Elite’s deluxe A 
NIGHTMARE ON ELM STREET 
package because for the first time 
in the U.S. it offers George 
Romero's full 142 minute direc¬ 
tor’s cut—letterboxed to boot— 
transferred from the original 
35mm CRI, unlike its past laser 
incarnations. A not-so-suhtlc 
satire on mass consumerism, this 

6. THE BRIDE WITH WHITE 
HAIR (Tai Seng Video) deserves 
its reputation as a Hong Kong fan¬ 
tasy classic. Another great trend of 
‘96 is the release of good-looking 
domestic versions of what were 
hard-to-find, expensive Asian im¬ 
port titles, and this is one of the 
very best. Directed by Ronny Yu 
the film is based on a novel by Le¬ 
ung Yu-sang. It’s the story of a 
martial arts master (Leslie Che¬ 
ung) who falls in love with a war¬ 
rior woman (Brigitte Lin), who can 
rip people apart with her whip and 
was raised by wolves. The woman, 
christened Ni-chang by her lover, 
seeks to divide herself from a cult 
headed by Chi Wu-shuang. an evil, 
magical Siamese twin brother-and- 
sister. Tai Seng has spread the film 
to three sides, presenting the cli¬ 
max in CAV and gives the film 
better framing, a better transfer, 
adds a brief “making of” snippet as 
well as several different trailers. 

7 THE MYSTERY OF RAMPO 
(Evergreen Entertainment/Image) 
is on the the most elegant and sen¬ 
sual fantasies ever to hit the screen. 
Director Kazuyoshi Okuyama in¬ 

The antics of Buzz and Woody appeared in a wonderful letter-boxed version 
of TOY STORY, on both a bargain-priced disc and a deluxe edition. 

is still one of the best splatter 
movies ever made. 

10. THE OLD DARK HOUSE 
(Kino/Image) finally makes the 
jump to laser, in a transfer that is 
clearer than any previous video 
version thanks to a print provided 
by Scott MacQuccn. It features 
two commentaries, one by James 
Whale expert James Curtis, and 
another by lead actress Gloria 
Stuart, plus a filmed interview 
with Curtis Harrington about his 
rescuing the film from near obliv¬ 
ion. The second side is in CAV, 
and features production stills and 
a lobby card filmography of 
Whale’s career. A terrific cast 
combines to create an oddball sto¬ 
ry of wet travelers, demented 
denizens, and dry wit. This is one 
classic that seems to improve 
every time one sees it, inviting re¬ 
viewing. 

Brevity demands the omission 
of many other worthy titles, in¬ 
cluding Fox’s deluxe edition of 
YOUNG FRANKENSTEIN with 
omitted footage and Lumivision's 
terrific widescreen transfer of A 
BOY AND HIS DOG among oth¬ 
ers. 

New trends starting in ’97 in¬ 
clude the introduction of DVD 
(digital video discs), the release 
of the competing Digital Surround 
system which will try to best Dol¬ 
by Digital’s new hold on the 
laserdisc market, plus lots of 
promising new titles to be re¬ 
leased. Stay tuned. 

Oscar-winning short subjects THE 
WRONG TROUSERS and A GRAND 
DAY OUT were packaged on disc. 
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by Steve Biodrowski 

Nora Ephron has got to be one 
of the most erratic talents on the 
Earth. After early successes (writ¬ 
ing WHEN HARRY MET SAL¬ 
LY. writing and directing SLEEP¬ 
LESS IN SEATTLE), she could 
turn around and bomb at the box- 
office w ith her Christmas comedy, 
MIXED NUTS. In the meantime, 
she could collaborate on an as-yct 
unproduced howler of a screen¬ 
play. HIGGINS AND BEACH, in 
which the entire Korean War 
serves merely as a backdrop for an 
affair between two reporters. (I 
think we’re supposed to feel glad 
that all those soldiers didn’t die 
for nothing; after all, their sacri¬ 
fice made this wonderful romance 
possible.) 

Well, that script looked like it 
was permanently shelved, but af¬ 
ter the boxoffice success of MI¬ 
CHAEL, however undeserved, it 
has already been dusted off as 
Ephron’s next directorial pro¬ 
ject—heaven help us. It just goes 
to show that talent isn't the 
barometer of choice in Holly¬ 
wood—money is. 

There is little good that one 
could possibly say about MI¬ 
CHAEL. The script, which was 
rewritten by Ephron and her sister, 
betrays its multiple authors, in¬ 
cluding a variety of mixed ele¬ 
ments that never gel into a whole 
film. 

The first problem is with the 
titular character. “He’s an angel 
but no saint," the ads proclaim. 
Apparently, the early drafts of the 
script intended to portray Michael 
as a fallen angel; all that's left of 
that is some boorish behavior: he 
smokes, he drinks, he screws 
around. But none of that carries 
any weight; in fact, it is pretty 
much overlooked by the plot. 

which just trots this behavior out 
for the sake of a few cheap laughs. 

Fortunately for Ephron, she 
had the benefit of John Travolta in 
the lead. Since PULP FICTION, 
the actor has been on such a hot 
streak that everything he touches 
turns to boxoffice gold. In this 
case, the film exploits his estab¬ 
lished persona (once again he gets 
to dance on screen) to make the 
character come across as charming 
instead of merely obnoxious. 

And he is supposed to be 
charming. All his flaws are just 
window dressing, a gimmick to 
help sell the film to audiences too 
jaded or cynical to accept a more 
angelic type of angel. But ulti¬ 
mately, Michael's intentions turn 
out to be divine—or at least well- 
meaning. Apparently, the whole 
point of the plot is that he has 
come to Earth to help William 
Hurt's cynical reporter learn to 
fall in love with Andie Mac Dow¬ 
ell. Pardon me if I don't get all 
choked up about this, but frankly, 
anybody so stupid that he needs 
help falling in love with MacDow- 
ell probably doesn’t deserve that 
help. 

This really isn't enough of a 
story to fill up a feature, so Ephron 
and company have padded out the 
script by turning it into a road 
movie. Michael, despite his wings. 

prefers not to fly (in an airplane, 
that is), so the tabloid reporters 
who have come to exploit him are 
forced to drive him back to their 
boss to prove that they’ve found a 
real angel. This allows the writers 
to toss in various barroom scenes 
and a confrontation with a bull 
("Battle!” cries Michael with en¬ 
thusiasm. apparently nostalgic for 
the old days of wrestling Lucifer 
out of Heaven). 

Apparently, there is also some 
kind of unwritten rule that this 
kind of uplifting film must kill off 
and resurrect an animal (in this 
case a dog). That fact that Michael 
could easily prevented the dog 
from being run over in the first 
place doesn't phase Ephron, nor 
are we supposed to notice. Worse, 
we are left to ponder (not that 
many viewers have) why Michael 
chooses to prove his powers by 
resurrecting a pooch instead of 
Pansy Milbank (Jean Stapleton), 
who croaks in the opening reel 
(dogs apparently carry more senti¬ 
mental value than decrepit old 
ladies). This kind of cheap manip¬ 
ulation tugs audience heartstrings, 
but it is not good filmmaking. 
THE PREACHER’S WIFE, the 
season's other angel fantasy, may 
not have been inspired, but it de¬ 
served more attention than this 
muddled effort. 

Stars Whitney Houston and Denzel 
Washington lend their charisma to 

THE PREACHER'S WIFE. 

THE PREACHER’S WIFE 
Directed by Pita) Minbill. Toicliitoif Pictures 
12 9*, (24 mini. IN.. With: Whitney Houston. Itenjrl 

Washington, t ourtney B, Vance. 

Remakes almost seem to be “ask- 
ing for it" from critics. This is why it 
would be easy to be cynical about THE 
PREACHER S WIFE. After all, the 
film is an update of a well-known and 
beloved classic, THE BISHOP’S 
WIFE, but the new version doesn't 
over-conlcmponze, nor does it repeat, 
the original. Instead, THE PREACH¬ 
ER'S WIFE uses the original story as a 
starting point, infusing it with enough 
new elements, which allows it to avoid 
too many comparisons and emerge as a 
very appealing effort. 

What helps this story of an angel 
sent down to Earth to assist a troubled 
pastor is the conviction of the three ma¬ 
jor leads. Denzel Washington brings 
his usual charm to the role of angel 
Dudley, but also displays a great gift 
for sharp comic timing, especially in 
the scenes in which the character is 
awestruck by such small, earthly plea¬ 
sures as pizza and hot dogs. 

Of course, Whitney Houston can 
sing with the same ease many apply to 
breathing, but for someone who has 
only starred in a handful of Films, she is 
very natural in front of the camera, 
showing a vulnerable side in THE 
PREACHER’S WIFE and bringing di¬ 
mension to what could have been a 
thankless, one-note role. 

Most surprising of all is Courtney 
B. Vance as the put-upon preacher. In 
light of his high-caliber co-stars, Vance 
could have easily underplayed his role, 
but instead inhabits the character 
strongly, in a way so real that it seems 
to ground the entire film. 

Adding to this “grounding" is the 
subtle technique of director Penny 
Marshall. Devoid of flashy, computer 
generated visual effects ( a very wel¬ 
come change), Marshall employs the 
same technique she used in BIG, mak¬ 
ing THE PREACHER’S WIFE a 
unique contemporary fantasy, with an 
infectious, upbeat tone that makes the 
film hard to dislike. ••Mike Lyons 

54 A 



ksw mw® 

Familiar formula yields 
exciting results 
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by Steve Biodrowski 

THE RELIC goes to show that 
you don’t have to be original to be 
good. Here is a film that combines 
a scries of familiar elements, yet 
manages to be entertaining simply 
by virtue of the competent execu¬ 
tion that occasionally ascends to 
the level of outright excitement. 
The story is not some kind of in¬ 
spired re-thinking of the horror 
genre; instead, it efficiently re¬ 
assembles the dv rigeur elements 
into a familiar structure in the hope 
of winning audience good will. 

Along the way. it also provides 
a decent amount of characteriza¬ 
tion for actors playing familiar 
roles (Tom Sizemore as the tough 
detective. Penelope Ann Miller as 
the beautiful lady scientist). One of 
the fun things about the movie is 
the way it presents us with familiar 
cliches and then tries to overturn 
them into something original— 

while actually only giving us a 
more recent cliche. For example. 
Miller’s “evolutionary biologist” 
suffers the requisite shocks, and 
screams a lot, and even undergoes 
a weird form of sexual harassment 
(in one of the more memorable im¬ 
ages, the monster's tongue caresses 
her in disgusting close-up). But in 
the end. it is she who gathers her 
courage and defeats the beast. It’s a 
nice pop-feminist moment, but it's 
also just as much a piece of formu- 
la at this date as the screaming 
damsel (and producer Gale Ann 
Hurd would know this, having pro¬ 
duced THE TERMINATOR). 
None of this should be construed 
as defeating the entertainment val¬ 
ue of the film, which is operating 
on a broad enough level to encom¬ 
pass these broad strokes—the film¬ 
makers know we haven't come to 
the theatre for subtleties. 

On the most basic level of vis¬ 
ceral thrills, the film starts slowly 
and attempts to build its momen¬ 
tum gradually. The process is miti¬ 
gated slightly because the p>Iot 
points are familiar enough that it is 
easy for genre-trained audiences to 
be one step ahead; on the other 
hand, these scenes arc well struc¬ 
tured enough that they do deliver 
the impact necessary to carry view¬ 
ers toward the climax. 

Midway through, any reserva¬ 
tions about the film’s effectiveness 
are overcome when the intrusion of 
a victim's body into a museum 
fund raiser ignites a full-scale race 
for the exits, which is thwarted by 

In the film s fiery climax. Dr. Margo Green (Penelope Ann Miller) 
outruns the blast of an explosion she has Ignited to destroy the monster. 

Tom Sizemore’s Detective Vincent D’Agosta examines a primitive statue ot 
a mythical monster, the Cathoga. that may hold a key to a series of deaths. 

sabotaged security systems auto¬ 
matically locking down doors. The 
ensuing chaos captures a genuinely 
frightening sense of scared-shitless 
panic; instead of stuntmen grace¬ 
fully leaping in painless slow-mo- 
tion swan dives, it really looks like 
someone could get hurt. 

From that point on the film 
kicks into overdrive and never lets 
up. With its heroes locked inside 
the structure while police ineffec¬ 
tually swarm around the exterior, 
the film starts to resemble director 
Peter Hyams’ previous effort, 
SUDDEN DEATH, except with a 
monster instead of terrorists. 

But what a monster! The 
“Cathoga" (a genetically mutated 
hybrid) is wonderful combination 
of suggestion, sound effects, pros¬ 
thetics for close ups, and computer 
imagery for full-scale running. Al¬ 
though the film overdoes the de¬ 
capitation scenes to the point that 
they lose their shock effectiveness, 
there are many other great mo¬ 
ments guaranteed to amaze, as 
when the beast performs a flying 
leap to capture a hapless SWAT 
agent dangling on a rope, or me¬ 
thodically uses his claws to ascend 
a vertical wall. 

These key visual moments do 
not stand out from the scenes sur¬ 
rounding them. Hyams, aided by 
his production designers, has done 
a good job of creating an environ¬ 
ment in which the presence of this 
monster is believable. An exhibit 

on superstition, many narrow hall¬ 
ways, and some flooded tunnels 
provide ample shadows in which 
the monster can be lurking, and 
Hyams has managed to stage the 
action with enough suspense and 
tension so that even when the ef¬ 
fects occasionally betray their CGI 
origin, the audience is not wont to 
pick at the imperfections. 

Actually, the biggest imperfec¬ 
tion to be overlooked is not the ef¬ 
fects, but the editing. In an effort to 
compress the time between the 
beast’s attacks, the geography of 
the museum becomes muddled to 
the point where it almost appears 
as if there must be two monsters, 
because one could not possibly be 
getting around that fast. Luckily, 
by this lime, viewers have become 
too locked into the accelerating 
narrative to sit back and examine 
this inconsistency. 

The actors do their best not to 
play second fiddle to the effects. 
Their little quirks (D’Agosla’s su¬ 
perstition, which dovetails with the 
museum exhibit and the monster) 
are never brought to any particular 
dramatic resolution, but they do 
make the characters more involv¬ 
ing. The casting of James Whitmore 
is also a nice touch. Though not an 
actor associated with monster-on- 
the-loose movies, he did appear in 
one of the best, THEM!, over 40 
years ago. THE RELIC may not go 
on to become such a beloved clas¬ 
sic, but it is a worthy successor. □ 
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Subversive satire masquerading as a studio blockbuster 

Mars Attacks! 
A Winer Htm. rrtrur. prudiurd h\ I in Burton ami 

Um FriR(o. Mirrtird t»> Tin Burton. Wrilti* by 
Jnoilbn (icmi. b«rd un Man Attacks! by Toppi. 
Phtriogripln midrvmR, color1 by Prtrr SuwbilAy . 
Mum by Hinny llfmjn. Pmdudittt linifR by Wynn 
Klrnnii; tnpcrviilnje nrt dirniur, Jamr* Hr|rdui- 
ati direction. Jnhi llviirr; set drtign. Kiibinl Berg- 
tr; irl dfCnrilioR, Nancy llat^h ( uiiumr detign. 
( rillrrn Atwood. Sound (iln|h> UTS SDllSi by Den- 
nU Maitland. Sr.; vuiml design. Kami* Hitm. Visual 
rffrdi iuprr%lion: Jin» Mitchell, Michael Fink, 
Dai id Andrew*; iprdil rffrrt* luptniwr Michael 
tantifri; Martian *hual rffwts and animation by In- 
udclrial right & Magic: Martian character and 
Cpunuil design. Mac kin mm & Sauadcr* lid; uuerr 
and cataclyim iUuiI eflnrrt* by Wimcr Digital Stu* 
dim. Slum coord Inal or. Jot Dunne. /Uuriate pmduc- 
ere, Paul Demon, Mirk S. Miller; a**itlanl director, 
Ton Mach. Catting, Victoria I faunae, Jeanne Me* 
t arthy, Mallhe* Barry, 10J minuirv Haled FG-13, 

by Steve Biodrowski 

Leave it to Tim Burton to tunc 
in to the one great unspoken fact 
about disaster pictures, alien inva¬ 
sion pictures, and other assorted 
forms of cinematic mayhem: that 
the devastation is. in a vicarious 
way, fun. Mis film of MARS AT¬ 
TACKS! does not work on the vis¬ 
ceral level of suspense—i.e., how 
will noble humanity regroup, de¬ 
feat the evil aliens, and preserve 
our way of life—not to mention 
our precious bodily fluids. Instead, 
the entertainment value comes 
from cheerfully watching Earth 

blasted to bits, which the film 
more or less endorses (as one 
friend said upon leaving a screen¬ 
ing. “That film make a good argu¬ 
ment for the extinction of the hu¬ 
man race, because all the charac¬ 
ters are assholes who get what 
they deserve"). 

This may be taking things a lit¬ 
tle too far. Burton and writer 
Jonathan Gems do not insist that 
all of humanity deserves to perish: 
rather, it is the status quo that 
needs to go. The disenfranchised 
and the disempowered are the only 
characters who garner any kind of 
sympathy, and the inside joke of 
the plot is that, for all the dcmoli- 

ln the privacy of their vessel, the Martians peruse an Earthling magazine 
centerfold; the characters are like rude, demented children run amok. 

PmidfRl Dak, Art LiRd---lack Nkbolwn 
Martha Pale,..Hlfi non 
Barbara Land--  Aanetle Bcning 
Donald K ruler.*...Britain 
Rude Gambler.--Danny DeVito 
Jcrrj Rom....*-......---Marlin Short 
Nathalie Lake--,„.„Snmh Jruira Parker 
Jatriu Stoat..........Mkhad J. Fat 
Central Decker. ....-.Hod Striger 
General l‘iwy.....Paul Winfield 
Himself .j111 ■ ip■ ■ *...Tara Jane* Ru hit 
Nurrfi.. ....Ltcii Hat* 
TalTy Dak.........Natalie Portman 
Byrun Williams.  Jim Brown 
Louise VI ill jam*,,,........ Pam Grier 
Martian Girt...*.Liaa Marie 
Grandma Sonii..Sylvia Sidney 
(■Iran NnerD. .J*** Don Baker 
Sharona.....—. .< hrtsli na Applegal e 

Some ot the Martian invaders get their brains blown to pieces, one ot many cheerfully graphic moments in the film. 

lion and insanity, this is one sce¬ 
nario in which the meek really 
shall inherit the Earth. 

A useful point of comparison is 
John Milius' RED DAWN, surely 
one of the most bizarre films of the 
’80s. Although the film was treat¬ 
ed as some kind of expression of 
right-wing paranoia at the time, 
both the detractors and its support¬ 
ers missed the real flaw: the film’s 
own raging hypocrisy. Milius, in 
his simple-minded way. may have 
treated the Russians as evil in¬ 
vaders hell-bent on destroying 
America as we know it. but ulti¬ 
mately he endorsed the invasion— 
or at least the results of the inva¬ 
sion. 

In Milius’ view, the power 
structure (as we see it in the micro¬ 
cosm the film presents) was run by 
wimps who deserved to be driven 
out. Remember the scene wherein 
the high school’s student presi¬ 
dent, after the initial attack, calls 
for a vote, and he is angrily shout¬ 
ed down by a character whom Mil¬ 
ius obviously supports, who then 
basically takes over? Milius is 
showing us that the old power 
structure is gone, allowing his fa¬ 
vored characters to assume their 
rightful place as leaders. 

Thus, the film on a surface lev¬ 
el condemns the invasion; while 
pretending to express a patriotic 
view, however, it revels in the re¬ 
sults. This is hypocrisy. Milius 
didn't have the nerve to openly 
call for the overthrow of the Unit¬ 

ed Slates government, so he con¬ 
structed a fantasy in which some¬ 
one else did it for him. allowing 
him to put his on-screen identifica¬ 
tion figures in charge. 

MARS ATTACKS!, on the 
other hand, is more open about its 
intentions. The invaders this time 
are not so much evil as amoral. 
They just want to have fun; the on¬ 
ly problem is that the fun is all at 
our expense. The characters who 
are destroyed are in various ways 
self-serving or at the very least 
self-obsessed, who arc not con¬ 
cerned with the global ramifica¬ 
tions of what is happening so 
much as with how it will affect 
them personally. For example. 
Jack Nicholson's entrepreneur and 
Danny DeVito's lawyer both think 
they can make money off it; the 
President (Nicholson again) thinks 
it will earn him votes. 

Also, conventional notions of 
heroism and patriotism arc over¬ 
thrown: one character is blasted 
while trying to surrender; a photo¬ 
graph of him trying to save him¬ 
self by handing over the U.S. flag 
is misinterpreted as an attempt to 
save Old Glory. Meanwhile, his 
younger brother (who gets no re¬ 
spect from his family) turns out to 
be the real hero, abandoning 
thoughts of personal safety to res¬ 
cue his grandmother. 

These latter two characters are 
among the film’s few survivors, 
and it is clear that the film sup¬ 
ports them precisely because they 
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Confronted by the President’s "Can’t 
we all get along" speach. the Martian 
ambassador sheds a crocodile tear. 

arc pretty much abandoned by so¬ 
ciety al large, they are perpetual 
outsiders, as Burton considered 
himself to be when he was 
younger. This state of being alien¬ 
ated from society saves them and 
the others (an alcoholic New Ager, 
a retired boxer who has found Al¬ 
lah) from sharing in the fate of so¬ 
ciety. (As Paul Winfield said of the 
script. “The high are brought low. 
and the low are brought high.") 

All of which is a very strange 
formula to find in an alleged big 
studio blockbuster. For all its high- 
tech effects, sets, costuming, and 
locations, MARS ATTACKS! re¬ 
mains independent in spirit, the 
identifiable work of an artist with a 
recognizable vision. That vision 
does not necessarily sustain Bur¬ 
ton throughout the film (which is 
not always as funny as it means to 
be), hut it docs lend some person¬ 
ality to the proceedings in unex¬ 
pected ways. 

One good example is the cast¬ 
ing. The very idea of Jack Nichol¬ 
son as the President tips us off that 
all is not completely on the straight 
and narrow with this film. The fur¬ 
ther inclusion of an all-star sup¬ 
porting cast increases the humor 
potential, since the basic work of 
the script is to kill the characters 
off like targets in a shooting 
gallery. Seeing an anonymous bit 
player tiffed (« la the infamous 
string of red-shirted lieutenants in 
STAR I REK) is just not the same 
as seeing your favorite star blown 
away after only a few minutes 
screen time. 

Some have said that, after 
making ED WOOD, Tim Burton 
has made an Ed Wood Movie. 
Nothing could be further from the 
truth. Ed Wood was trying to play 
ihe Hollywood game; he was 
simply incapable of winning. 
Burton, on the other hand, has 
beaten the odds to create some¬ 
thing, however uneven, that tran¬ 
scends its flaws. □ 

BORDERLAND THE CRUCIBLE 
By Anthony Montesano More frightening than any fantasy. 

The opening scene reveals there were real witches (or at least would-be witches) 
in Salem: Winona Ryder tries to place a hex on her rival for John Proctor. 

“Paranoia will destroy ya. ” 

—The Kinks 

Fear and paranoia are the dri¬ 
ving forces of THE CRUCIBLE. 
Arthur Miller's feature film adap¬ 
tation of his classic play about the 
17th-century Salem Witch Trials. 
When Miller wrote his play in the 
1950s, he was commenting, rather 
obviously, on his own generation's 
"witch trials"—i.c.. the McCarthy 
hearings. While the new version 
still retains much of the paranoia 
that fueled the original play and 
the subsequent 1957 French film 
version (written by Jean Paul 
Sartre), its depiction of Fear is, 
ironically, more in line with a con¬ 
temporary New Age definition. 

The people of Salem tagged 
their Fear "the Devil.*' When it 
comes to Salem. Massachusetts, it is 
manifested by the town's inner 
paranoia and indiscretions. An illicit 
affair between Abigail Williams 
(Winona Ryder) and her former 
boss, John Proctor (Daniel Day- 
Lewis), is the catalyst. When the 
hitter Abigail participates in a mid¬ 
night incantation ritual with the 
town's other teenage girls things get 
out of hand: she smears blood on 
her face and calls for the death of 
Proctor’s wife Elizabeth (Joan 
Allen). The ritual is witnessed by 
the town preacher and the girls, 
fearful of their fathers' retaliation, 
feign possession. This triggers an 
official church investigation which 
leads to the arrival of the self-right¬ 
eous. religiously fervent and intoler¬ 
ant Judge Danforth (Paul Scofield). 
Soon, Abigail discovers the perfect 

way to seek her revenge on the lover 
who scorned her and begins to 
brand the townspeople (including 
Elizabeth Proctor) as witches. 

Scofield is ideal in a role that is 
the antithesis of his Academy 
Award-winning turn as Saint 
Thomas More in A MAN FOR 
ALL SEASONS. In that film, the 
tide of British public opinion turns 
against More, who, remaining 
silent to legally avoid recognizing 
the divorce of his boss King Henry 
VIII, is tried and convicted when a 
former colleague lies to frame him. 
Here, Scofield spews forth the 
same injustices in the name of God 
and country. Blinded by a mislead¬ 
ing sense of duty. Danforth vali¬ 

dates Abigail’s outrageous accusa¬ 
tions and is himself unable to stop 
the tragic course events once put in 
motion. The result is innocent per¬ 
son after innocent person sent to 
the gallows to hang. The film suc¬ 
ceeds when it conveys, with a 
growing momentum, this out-of- 
controi nature of the witch hunt. 
The only way to escape death is to 
sign a confession, admitting to pos¬ 
session by the Devil; and the only 
way to convince the inquisitors that 
one’s confession is “true" is to ac¬ 
cuse others as well. Underscoring 
the persecution of those blacklisted 
during the McCarthy Era, Miller, 
of course, has these characters die 
with honor rather than give in to 
the establishment. 

Director Nicholas Hvnter (THE 
MADNESS OF KING GEORGE), 
treats the material with a proper 
level of respect as the film unflinch¬ 
ingly comments on the proceed¬ 
ings. He depicts Salem as a town 
doomed by its own design: Puritan 
rigidity and sexual misconduct. The 
film also includes the character of 
Judge Hathomc (Robert Breulcr), 
the distant relative of and inspira¬ 
tion for writer Nathaniel Haw¬ 
thorne’s own Salem Witch trial 
tale, "Young Goodman Brown.” 

Far more frightening than any 
fantasized witch drama. I'HE 
CRUCIBLE delves deep into the 
darkness of the human spirit, 
afraid to confront itself, all too of¬ 
ten willing to offer a sacrificial 
lamb for its own sins. 
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After refusing to bear false witness, John Proctor (Daniel Day Lewis) Is 
driven toward the gallows at the conclusion of Miller's THE CRUCIBLE. 



Well, at least it doesn 7 
suck...huh-huhy heh-heh! 

BEAVIS AND BUTT-HEAD DO AMERICA—comic timing and satire manage to 
keep the obnoxious duo amusing throughout the feature length-running time. 

Beavis and Bu n-head 
Do America 

A Pirimuun' rcfcaMr of m MTV pinduiiiofl Di¬ 
rector. Mike Judge Mu Mi.*. John FrucH Screenplay by 
Judge. Joe Sulimjn. ha.sed on MTV* ~Beavis and Hult- 
hc-iJ." created hy Judge With the voter* of Mike Judge, 
Clam I c jehman. Robert Stack. Eric Bogotuw, Richard 
UakJatcT 

by Mike Lyons 

When it opened in December 
to monstrous business, some crit¬ 
ics reviewed BEAVIS AND 
BUTT-MEAD DO AMERICA as 
if it was the latest Jane Austen 
adaptation: “These two malcon¬ 
tent youths, decimating the Amer¬ 
ican landscape, while simultane¬ 
ously exploring it. are strikingly 
like a metaphor for the 'Genera¬ 
tion X‘ that they cater to, some¬ 
how in search of a voice for their 
convictions." 

("mon! This is not SENSE 
AND SENSIBILITY; it's SENSE¬ 
LESS AND EVEN MORE 
SENSELESSNESS. However, the 
film is also a great example that, 
like such empty-headed comic 
acts such as Monty Python and 

Jim Carrey, you have to be pretty 
darn smart to seem so dumb. 

Creator, co-writer, and direc¬ 
tor Mike Judge doesn't celebrate 
the stupidity of B&BH. but in¬ 
stead invites the audience to laugh 
at just how moronic they can be. 
Horny Butt-Head falls in love 
with a stewardess simply because 
she helped him buckle his scat 
belt, and we giggle like. well, like 
Beavis. It can't be helped. 

It's Judge's keen sense of 
comic timing and satire that keeps 
the film from becoming just an¬ 
other sophomoric comedy (a 
retro-'70s opening credits mon¬ 
tage is a stroke of pop culture ge¬ 
nius). Still, at times, the film 
walks a fine line between bawdy, 
bathroom humor and just plain 
old had taste (a sequence in which 
B&BH sneak into church confes¬ 
sionals is questionable). 

The film's animation, to 
paraphrase Butt-Head: “It pretty 
much sucks more than any¬ 
thing's ever sucked before." 
But. audiences didn't go to see 

BEAVIS AND BUTT-HEAD 
DO AMERICA for a lavish 
look, and Judge was smart to 
transfer the show's low-budget 
feel to the big screen. 

The parade of non-credited 
celebrity voices also keeps one 
from noticing the film's thread¬ 
bare quality: Isn’t that Bruce 
Willis and wife Demi Moore as 
the villains? And gee, the goofy 
guy the two boys encounter in the 
desert sounds suspiciously like 

David Letterman doing his Butt- 
Head imitation. 

Ultimately, BEAVIS AND 
BUTT-HEAD DO AMERICA is 
what it is. You can resign your¬ 
self to indifference or complete¬ 
ly hate it. but you have to some¬ 
what admire a film that, in the 
prim and proper ’90s, has the 
guts to feature a scene in which a 
character ignites a campfire with 
his own flatulence. Lofty heights 
Jane Austen never rose to. 

What is all the shouting (and screaming) about? 
Scream 

12 %. A Mi rim* i Film* rrlriif, produerd by Cmry 
Wood* and Callty Konrad. tircuJUf producers 
Huh UrtnMriti, llirvri WcinMrm, Marianne Mad- 
dilcna. Co-producer, Dmr Capp> Director, We* 
Craven, tlierrlnr uf photography. Mark Irvin, 
Production dr*ign. Kruce Allan Miller. Editor, 
Patrick Luuirr. Mafic, Marco Bril rami. Screen* 

play by Kevin Williamvun, 

Sidney Pmcotl— _...Neve Campbell 
Cnary laekar-Pt— Barrymore 
Deputy Riley-DatkJ Arquette 
tide Weather*.—____Coatlftey (ui 

__Matthew IMard 
Hilly Lnmiii ___-_..._Shed Cl rich 
Principal.---Hrnry Winkler 
latum Kiley....._____.Roar Md in van 

by Steve Biodrowski 

The slasher genre is so worn 
out—not to mention outright re¬ 
viled—that it is hardly difficult to 
do something a cut above the com¬ 
petition. SCREAM certainly is an 
improvement; but from all the crit¬ 
ical and popular success it has re¬ 
ceived. you have to wonder what 
all the shouting is about. 

Sure, the inside jokes are fun¬ 
ny, and the characters, who have 
actually seen HALLOWEEN and 
its countless imitators, do not 
seem so relentlessly stupid as their 
cinematic predecessors. As in past 
Wes Craven films, the presenta¬ 

tion of teenagers—in terms of 
casting and costuming—has an 
everyday bclievabilitv. avoiding a 
loo-glamorous Hollywood version 
of party animals. This verisimili¬ 
tude heightens the suspense, but 
alas, it is all for naught: the char¬ 
acters may not panic as quickly 
nor act as stupidly as we’ve come 
to expect—they may even fight 
back with admirable agility (the 
film sets some kind of record for 

physical abuse heaped on its 
masked killer)—but in the final 
analysis, they all die with the same 
formulaic predictability we’ve 
come to expect. 

Aye, there’s the rub. 
SCREAM seeks to hold itself 
above the common run of slasher 
flicks by exhibiting a certain 
sense of self-awareness about its 
formula, but ultimately the humor 
cannot disguise the fact that this 

film actually is the very thing it 
seeks to parody—a derivative 
slasher flick that falls prey to the 
very same sort of stupid plot de¬ 
vices that plague its sources. For 
example, when the school princi¬ 
pal (Henry Winkler) is gratuitous¬ 
ly slaughtered, the majority of the 
characters abandon a party (to see 
the body); thus, the film manages 
to isolate its lead characters for 
the climax. The story can't recov¬ 
er from this absurdity, nor can the 
film expect to buy our willing 
suspension of disbelief by throw¬ 
ing in a few jokes to make us 
laugh the whole thing off. 

Referring back to old movies 
doesn't make SCREAM superior 
to them, nor does it turn the film 
into some kind of self-reflexive 
work of post-modern art. Unlike 
WES CRAVEN S NEW NIGHT¬ 
MARE. this film never refers 
back to itself as a film; instead, 
Kevin Williamson’s script simply 
seeks to justify its borrowings by 
acknowledging them with a wink 
at the audience. As effective as 
many of its thrills arc, this movie 
is more hypocrisy than homage. □ 

Neve Campbell and Rose McGowan take a phone call In SCREAM. 
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In THE NEXT BIG THING, people plug Into self-created VR worlds, while 
their bodies must be maintained by Indifferent doctors (Rick Wessler). 

THE NEXT BIG THING: 
writer-director-producer 

Mark Wilkinson on his 
cyberpunk short. 

By Chuck Wagner 

If passion defines the artist, 
how then does one define 
passion? Perhaps by measure of 
commitment. 

Mark Wilkinson, director- 
writer-produeer of the 16mm 
science fiction effort THE NEXT 
BIG THING has a lot of 
commitment. It can be measured 
by his sacrifice. In debt following 
the self-financed short subject 
($10,004) to produce, another 
$10,000 and growing for p.r. and 
related costs), he is already 
planning another short genre 
film. But how is it to be financed, 
if his current credit cards are 
maxed out? 

"I just got another credit card 
in the mail,” he said grimly but 
with a certain eagerness. 

Such is the passion of the 
independent film maker. “It’s 
difficult in making independent 
films to know when to stop 
counting the money, because it 
never stops,” said Wilkinson, 
who directs and designs multi- 
media material for various clients 
when he's not making his own 
films. "We just went to three 
festivals, and it cost an arm and a 
leg. And 1 still don’t have a 
penny because everything I earn 
goes right out the door." 

And that’s everything he earns 
from his day-job! But if he sold 
the movie, wouldn’t he make 

Mark Wilkinson wrote, directed and 
produced THE NEXT BIG THING, 

which he financed with credit cards. 

I 

some money back? “I guarantee 
I’ll never make anything from 
this film," Wilkinson firmly 
stated. It turns out that Troma 
Pictures (creators of TOXIC 
AVENGER and other 
masterpieces) is interested in 
purchasing the film for its 
TROMA BASEMENT segment 
on cable. However, any revenue 
Wilkinson receives must first be 
paid out to the SAG actors who 
deferred their salaries. 

So with no chance of 
remuneration, what does 
Wilkinson plan to do? Make 
another film! "Ultimately I would 
like to have a career directing 
films, but a big part of that is 
getting out there, pressing the 
flesh and getting your name out 
there far and wide so that a job 
that’s appropriate might appear." 

Raised in Boston and a 
graduate of the Univcristy of 
Massachusetts, Wilkinson is 
another of those who packed his 
car and headed for Hollywood. 
When you’re an independent 
film-maker, you have to be 
clever. Cleverness can make up 
for lack of capital. “When people 
found out that THING was about 
virtual reality, everybody was 
like, ‘Oh, you’re going to do 
JOHNNY MNEMONIC.’ 
There’s no way I’m going to be 
able to go up against these people 
who’ve got a million dollars just 
for the effects. The only way that 
we're going to be able to carve a 
place for ourselves as a film, is if 
we're clever. If we're clever— 
and know what kind of movie we 
are—we can do it. We didn’t try 
to do special effects shots that 

would've never worked without a 
lot of money. There’s no way to 
do it for anything less than a lot 
of money.” 

As for trying to make 
something directly on a 
computer, he said, “You end up 
with a video. And it’s $2.50 a 
frame to get it back up to film. 
That’s $250 dollars for 3.5 
seconds of film.” 

Wilkinson is not an avid 
reader of cyberpunk. He arrived 
at the VR concept for his movie 
over time. Filmed in New York, 
the SAG cast was selected from 
actors who were family friends 
and acquaintances. Some were 
the product of casting calls and 
working with agents. 

“Jonathan Staci Kim was a 
real trouper to lay in that tank for 
three days straight. He was a 
hero. The actress who played 
Angela, the nurse, worked real 
hard in the role. She went over 
and trained at the Needle 
Exchange to get comfortable with 
needles and to really get to know 
what it’s like at various levels of 
drug abuse. I had to talk her out 
of trying heroin or pharma¬ 
ceutical drugs for the role. That’s 
where acting kicks in.” 

The actors' work shows the 
effort. It’s good. Wilkinson 
himself has talent, and his film 
shows it. He even built sets 
himself, using material gleaned 
from dumpsters. "When you're 
making a film." Wilkinson said 
modestly, “you gotta have a lot of 
people on your side." 

Let us hope he continues to 
have people on his side and that 
he can make larger films. □ 

The Next Big Thing 
Director-writer: Mark Wilkiaioa. Screened at the 
.Seattle Film FretUal. S 9k. Ik wiai, unrated. With: 
Nucjr (tianirni, Rich Wcislcr, Aadrew Burba, 
Jonathan Star! Rim. 

A combination of science-fiction 
and horror (of the moral kind), THE 
NEXT BIG THING portrays a sad fu¬ 
ture in which young people opt for the 
absolute tunc-out: medically-induced 
torpor enhanced with virtual reality 
(VR)—paradise in a perpetual, anes¬ 
thetic coma. Bui the film is no over¬ 
wrought. empty-headed, cffccts-ladcn 
VR melodrama along the lines of 
JOHNNY MNEMONIC or VIRTUOS¬ 
ITY. It is a horrific look at the impact 
such a medical contract has on the “pa¬ 
tient" and on those who maintain him. 
Bobhi Kim (Jonathan Staci Kim) is the 
patient—a sharp young man who opts 
to drop out by first creating his own vir¬ 
tual reality world and then having him¬ 
self placed in a perpetual coma-like 
state in which that world is fed into his 
brain and perceived as reality. At first 
maintained in a sparkling hospital, 
years later he lies relegated to a dingy, 
warehouse trough. But in his condition, 
he is not inclined to complain. 

Angela (Nancy Gianzero) is the 
anesthetics nurse who, perhaps trying to 
numb her revulsion over the condition 
of her immobile, atrophying patients, is 
now addicted to the very drugs that she 
uses in her work. These drugs are her 
own form of escape, just as Bobbi Kim 
has VR. Hugh (Andrew Borba) the 
technician and Darren (Rick Wessler) 
the doctor live to serve their own 
schemes and keep the upgrades that 
Bobbie Kim ordered coming. 

There are no explosions or car 
crashes here. Wilkinson’s message 
(and question) are smaller and more 
profound: Can any good come of this 
use of VR technology? 

The presentation here is guaranteed 
to fill viewers with revulsion, and the 
parallel between Angela and Bobbie 
makes it clear that Wilkinson considers 
VR to be the ultimate addiction. Al¬ 
though there may be finer points and 
shadings that could not be addressed in 
a short subject, THE NEXT BIG 
THING scores points for the dramatic 
simplicity of its statement, which is ex¬ 
pressed with concise precision. 

M Chuck Wagner & Jay Steven win 

Nancy Gianzero plays the addicted 
nurse who pockets drugs Intended 

for her helpless patient. 
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Glenn Close sinks her teeth into the role of Cruella de Vil in 101 DALMATIANS. 

Must see 

••• Excellent 

•• Good 

• Mediocre 

o Fodder for MST-3K 

101 Dalmatians 
[llmiDr: Sirphtn Hmi tllnn. 111*. 10$ mini. C 
Wilh: (ikon (low. JrfT llmkli, Jorh Ku hirihon 

This new lake on the spotted pup¬ 
pies mystery caper cannily updates the 
story and injects enough new elements 
to make it more than just a re-filming 
of the 1901 original. For the most part, 
producer-writer John Hughes retains 
many of the animated film's memo¬ 
rable moments, such as the puppies 
gawking at TV, the “Twilight Bark," 
and Cruella roaring around the Eng¬ 
lish countryside in her Coupe de Vil, 
while shifting much of the story to 
make the new version something all its 
own. 

Roger Radcliff (Jeff Daniels) is 
now a designer of computer games 
rather than a songwriter, and Anita 
(Joely Richardson) is actually given a 
career—as a dress designer, working 
for you-know-who. By making Cruella 
a tyrannical businesswoman, Hughes 
and director Stephen Hcrck create an 
elaborate new dimension for the vil¬ 
lain. Her CEO position gives her an 
eerie sense of trmendous power. 

Some story changes also weigh the 
film down. The addition of taxidermist 
Skinner (John Shrapnel) adds nothing 
beyond an extra bit of creepiness, and 
the last third of the film degenerates in¬ 
to repetitious, low-grade HOME 
ALONE slapstick, including electrocu¬ 
tion, fires, pratfalls, and molasses. 

Fortunately, this is overwhelmed 
by the numerous cute shots of the 
puppies, who are the true marvels of 
the film. Kudos to animal trainer 
Gary Gero, who (with some help 
from CGI) pulls off numerous, hilari¬ 
ous sight gags. Bringing one of ani¬ 
mations greaiest villains to life. Close 
seemingly revels in the fun she's hav¬ 
ing. Her skills and professionalism 
are evident in every one of her 
scenes, as she hits all the right notes 
in a role that could have easily been 
over the top. 

101 DALMATIANS is great to 
look at, and like SPACE JAM, it is, 
in a sense, a blend of live-action and 
cartoon. Like that Warner Bros opus, 
Disney's film is essentially a prod¬ 
uct, albeit a well-made and entertain¬ 
ing one. Mike Lyons 

Some wonderfully cute animal ac¬ 
tion cannot redeem this cynical piece 
of marketing manipulation, which 
takes one of Disney lesser efforts and 
expands it to tedious length without 
ever really justifyng the transition to 
live-action. The loose story (also a 
weak point in the original) takes forev¬ 
er to get to a protracted climax that 
likewise goes on far too long without 
building to any real hilarity: i.e., in¬ 
stead of one comeuppance, Cruella 

gets three or four, but the subsequent 
ones never lop the first, so it's just a 
matter of repetition, not the sort of ac¬ 
cumulating chaos {a la Laurel and 
Hardy) for which the filmmakers are 
obviously aiming. Close gives the sort 
of portrayal made to be overrated—a 
shrill, one-note performance more suit¬ 
ed to a drag queen than an actress. 
Daniels and Richardson lend nicely un¬ 
derstated support, but the real stars are 
the animals—not only the charming 
pups, but also a hilarious barnyard me¬ 
nagerie, including some Jim Henson 
creatures that are life-like in appearance 
but amusingly anthropomorphized in 
action. # Jay Stevenson 

Star Trek: 
First Contact 
I>imior Jiiruihan Frakt*. Panin* uni. 11 112 mittv 
P(M1 With: Alter KH*r. Pilrkh Sit wart, Hrrni 
Spiacr, \irn* WncKUrtl. 

For fans who believe the even- 
numbered TREKs are the only ones 
worth watching, STAR TREK: FIRST 
CONTACT docs not disappoint, deliv¬ 
ering a first-rate adventure. Unlike the 
rushed and unfocused GENERA¬ 
TIONS, the eighth installment boasts a 
strong story and supporting cast, par¬ 
ticularly Alice Krige as the Borg 
Queen. Extending the beehive 
metaphor, the Borg become drones to 
Krige's Queen, who ironically tries to 
assimilate Data (Brent Spiner) by 
tempting him in his search for humani¬ 
ty with human skin grafts. While some 
might resist the idea of personifying 
the Borg through the Queen, Krige*s 
lusty performance, coupled with the 
Queen's asexual cyborg body, pro¬ 
vides the Borg's alien collective ness 
with an alluring yet technologically 
sterile decadence that gives assimila¬ 
tion a chilling seductiveness. 

Equally effective is the return of 
the Moby Dick motif, last seen in 
Khan's Ahab-like quest for vengeance 
against Captain Kirk in STAR TREK 
II: THE WRATH OF KHAN. Here, 
Captain Picard (Patrick Stewart) is the 
erstwhile Ahab, seeking to destroy the 

Borg with a blinding, obsessive /cal. 
Picard is saved by Lily (Alfre 
Woodard), who helps him recognize 
his self-destructive behavior. Stewart 
turns in another excellent performance, 
capturing both the internal demons 
with which Picard struggles (the result 
of his assimilation by the Borg years 
earlier) and the tender relationship he 
develops with the confused and fright¬ 
ened Lily. 

While the film's revisionist take on 
the original scries’ Zephram Cochrane 
is irksome, actor James Cromwell still 
shines as a man forced to live up to the 
24th-century's own revisionist ideal¬ 
ism. His bawdy, drunk Cochrane is not 
the visionary the Enterprise crew be¬ 
lieve him to be, and he's at his best 
when he deflates their hero worship 
and sometimes too syrupy world 
views. In addition, director Jonathan 
Frakes (Commander Rikcr) makes the 
transition from small- to big-screen 
TREKs with ease, imbuing the film 
with an honesty and tautness that 
GENERATIONS lacked. Frakes' com¬ 
fort with the STAR TREK universe 
shines through, and if producer Rick 
Berman can sign him for the ninth in¬ 
stallment and provide him with a story 
that stretches beyond the franchise’s 
traditional TV roots, the series finally 
might break the even-odd-numbered 
curse yet. 

• • • • Matthew F. Saunders 

Three Lives and 
Only One Death 
Director*writer: Rent Huii. Scrcrird at ibr Vuan 
Theatre is Lot Asgrlet, 11 unntrd. With: Mar- 
crllo Muiritunni* Msriss I’imJn. Asm <rilkti. 

This anthology film, with hints of 
the fantastic, puts a new spin on the 
form. One of the questions of any an¬ 
thology is: what is the link between (he 
separate stories? Sometimes there is a 
linking device (as in the Amicus films 
of the 1970s), or sometimes the connec¬ 
tion is merely a matter of casting or 
thematic similarity. 

Raul Ruiz's film, at first, appears to 
take the casting route. In his last screen 

role, the late Marcello Maslrioanm 
(who had done this kind of thing be¬ 
fore in YESTERDAY, TODAY, AND 
TOMORROW) plays four different 
characters. In the first story, he plays a 
long-lost husband who claims to have 
been living across the street from his 
wife in an appartment where fairies 
have kept him trapped by distorting 
time. Subsequently, he appears as an 
anthropology professor who drops out, 
as a mute butler, and finally as a busi¬ 
ness man who has invented a fictional 
family to explain his frequent absences 
from work—only to be surprised when 
he receives news that his “family" is 
coming to visit! 

As the stories progress, characters 
from previous episodes reappear, sug¬ 
gesting that we are dealing with some 
kind of overlapping levels of reality. 
Eventually the film abandons this 
metaphysical tease and instead opts for 
something (relatively) more mundane: 
Mastroianni is a garden variety case of 
multiple personality, living out several 
separate lives. In effect, the film turns 
out not to be an anthology after all. The 
individual episodes are entertaining, 
and the mystery of how they will blend 
together is intriguing, but this revela¬ 
tion is a bit disappointing, even frustrat¬ 
ing, considering the quality of the film 
up to that point. 

• • Steve Hiodrowski 

Television 

Trilogy of Terror n 
Director: Dm Cartl*. I1.S.A, |«/M. 120 Bln. mb- 
rmird. With: I Anlboai,(rfTilrd Wji-Bitln. 

Dan Curtis, who appears to be re¬ 
viving his career by remaking every¬ 
thing he’s ever done in the past (please 
spare us retreads of THE WINDS OF 
WAR and WAR AND REMEM¬ 
BRANCE!), has apparently forgotten 
most of what made the original TRIL¬ 
OGY OF TERROR frightening. Ly- 
setle Anthony, whose English accent 
fades in and out. gives her all, but she 
is never allowed to reprise the evil- 
vamp image that made her so appeal¬ 
ing in DARK SHADOWS. She’s put 
into typical horror scenarios that re¬ 
quire little more from her than crying 
and screaming, which is a waste of her 
talents. Meanwhile, the episode scripts 
are so mediocre and predictable that 
it's hard to feel any sympathy for char¬ 
acters so dense that they never catch on 
to the danger until it’s far too late. 
Let’s face it: horror fans enjoying 
watching dimwits die; it's for the char¬ 
acters intelligent enough to mount at 
least some kind of defense against the 
monsters that we root for. (For exam¬ 
ple, once Heather Langcnkamp decides 
to start kicking ass in A NIGHTMARE 
ON ELM STREET, she wins over the 
audience, and we want to see her best 
pus-faced Freddy.) With lame, well- 
worn plots and shoestring-budget ef¬ 
fects (although there does appear to be 
a split-second CGI shot of the Zuni 
fetish doll skittering actross the muse¬ 
um floor), TRILOGY OF TERROR II 
only serves a a reminder of how superi¬ 
or the first TRILOGY was 20 years 

a8° • Dan Cziraky 
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GENRE OSCAR 
WINNERS 
canttnurd from p*Re 44 

as strictly “popcorn fare” rather 
than “a serious artistic achieve¬ 
ment." In recent years, however, 
the Academy seems to be “lighten¬ 
ing up." The Best Picture nomina¬ 
tions of such recent genre hits as 
GHOST (1990), 1991’s SILENCE 
OF THE LAMBS and BEAUTY 
AND THE BEAST (a first for an 
animated feature), and BABE 
(1995), reveals that the Academy 
is recognizing films for their aes¬ 
thetic values and not just their box- 
officc muscle. 

With all parameters of film ex¬ 
panding. seemingly with each 
passing day, this and future Acade¬ 
my Awards will be interesting to 
watch. Let's hope, when called for, 
Oscar will look past the usual dra¬ 
ma and epic and delve into cine- 
fantastique. I i 

BEST & WORST DTV 
mnlinurd from p>|cr 51 

wipe the tape clean of the Film, and 
then cleanse themselves. You’ll want 
to do both after watching this trash. 

BEST MAJOR DTV 
The initial major studio DTV 

productions were consistent only 
in their mediocrity. However, 
while still in its infancy, major stu¬ 
dio DTV is starting to show signs 

of promise with the first praise¬ 
worthy live-action DTV release 
from a major studio: TREMORS 
2: AFTERSHOCKS. 

The key elements for success 
here is the involvement of some of 
the creative team from the enter¬ 
taining original. Director Ron Un¬ 
derwood, writers Brent Maddock 
and S.S. Wilson are back in vary¬ 
ing capacities, with Wilson han¬ 
dling the directing. Returning stars 
Fred Ward and Michael Gross help 
the creative team recreate the orig¬ 
inal's likable mix of thrills and 
laughs. The most satisfactory ele¬ 
ment here is that instead of just re¬ 
making the first film, as so many 
sequels do, the familiar elements 
of the first film are juggled around 
to make it all new again. 

Fans of the original should find 
much to smile about here and, 
while it might have managed a de¬ 
cent theatrical run, this is a wel¬ 
come DTV entry that is clearly one 
of the best to date. 

WORST MAJOR DTV 
There probably wasn’t much 

hope from die start that THEODORE 
REX. a tale of mis-matched cops 
(one human, one dinosaur!) would 
be any good, but director Jonathan 
Bctuel (of the similarly lame MY 
SCIENCE PROJECT) doesn’t 
have a clue how to even make it 
bearable. 

There isn’t much 1 can say that 
hasn’t already been said elsewhere 
about this 35-million dollar DTV 
(the most expensive to date) disas¬ 
ter. Star Whoopi Goldberg tried to 
get out of making it, saying she 
“could smell it coming." The odor 
hadn't improved by the time it hit 
the video store fan. 

BEST OUTLAW MOVIE 
The ever-growing cadre of am¬ 

ateur and semi-pro moviemakers 
has become a bona fide phenome¬ 
non in the past few years. '96 has 
seen huge advances in the move¬ 
ment with more than a few getting 
their movies into video stores, in¬ 
cluding the Blockbuster chain. 

ADDICTED TO MURDER ex¬ 
hibits a debt to HENRY: POR¬ 
TRAIT OF A SERIAL KILLER in 
its tale of the New York Mangier, 
but Kevin Lindemuth adds a su¬ 
pernatural element that finds Joel, 
the killer, in a symbiotic relation¬ 
ship with a beautiful vampire. He 
provides a reminder of human life, 
and a ready supply of blood, while 
she provides the perfect victim for 
his homicidal urges—one that 
can’t really die. 

Lindemuth uses a fractured 
narrative that hops helter-skelter 
over a thirty-year period and em¬ 
ploys many flashbacks and flash 
forwards that are deliberately dis¬ 
orienting. if often irritating as well. 

He takes a NATURAL BORN 
KILLERS approach to the film’s 
visuals, using a variety of formats 
and frequent verite techniques. 
Some of it is needlessly showy, 
and the overall film is much too 
long (better as a short I suspect) 
but much of it is undeniably effec¬ 
tive. On a minuscule budget Lin- 
denmuth has created a bizarre 
vampire film that, albeit far from 
wholly successful, is no less amaz¬ 
ing considering the director’s re¬ 
sources and experience. 

WORST OUTLAW 
INVASION FOR FLESH 

AND BLOOD is a no-budget epic 
whose plot exists only in the 
realm of “fever dream” illogic. 
Suffice it to say that there is lots 
of blood, gore, some flashes of 
nudity and enough bad acting for 
a Steven Seagal film festival. 
There are also lots of monsters 
and often impressive homegrown 
effects, but it’s all thrown out 
with such reckless abandon that 
there is no hope of a cohesive 
narrative. There is nothing wrong 
with ambition, but the one lesson 
most of the “Outlaws" need to 
learn is the one that “Outlaw 
Godfather” J R Bookwalter ex¬ 
hibited in last year’s SANDMAN 
and more recently in POLY¬ 
MORPH. Don’t let your reach ex¬ 
ceed your grasp. □ 
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“Lynch has a realistic character like Robert Loggia beat a guy up for following 
too close," said Blake. "Where did that come from, and where did it go to?" 

by Steve Biodrowski 

David Lynch has been America's 
premier Dark Dreamer for so king that 
the mantle has become perhaps too 
familiar His excursions into the 
bizarre, at leas! for awhile, were so 
identifiable that they were starting to 
resemble self-parody. His television 
show TWIN PEAKS did a good job of 
working this fact to its advantage: 
coming off the critical success of 
BLUE VELVET, Lynch (with an assist 
from collaborator Mark Frost) 
managed to play around with audience 
expectation and delivered an excellent 
combination of the absurdly funny and 
the strangely weird. Meanwhile, in his 
feature film work, the dark, subversive 
humor of BLUE VELVET, which 
contrasted nicely with the film's more 
disturbing elements, gave way to what 
was almost outright camp in WILD AT 
HEART, By the lime of TWIN 
PEAKS: FIRE WALK WITH ME, he 
seemed to be tired of purveying black 
comedy. Instead, he chose to rub his 
audience's noses in the darker aspects 
of the show; unfortunately, the 
audience, atuned to expect dark comic 
relief amidst the horror, turned away. 

So, what is there left for Lynch to 
do, after his brief moment of mass 
market popularity has faded? Well, 
quite simply, he has chosen to follow 
his own muse. There is nothing about 
LOST HIGHWAY that smacks of 
commercial calculation or audience 
consideration* Instead, he has dreamed 
a brilliant new film that forges his 
signature elements, film noir stylings, 
and hard-boiled plot motifs. Working 
from a basic premise ("What if 1 had a 
second chance?"), he and Barry Gifford 
spin out a surreal tale that, while 
puzzling, follows its own dream logic 
to a satisfying conclusion. While the 
obscure elements Limit easy audience 
identification with the characters 
(especially when they change 
identities), Lynchs mastery of the craft, 
both visual and audio, pulls viewers 
along in its grip. Barry Gifford's 
explanation of the transformation as a 
**psycho-genic fugue" is useful for 
those puzzling out the film after seeing 
it, but is not necessary to enjoy the 
actual experience of screening it. Those 
looking for a film that is challenging, 
different, and unusual will find much to 
appreciate. □ 

ROBERT BLAKE 
con tinned fnim page 35 

was he going to have people react? 
Normally, when you see somebody 
who looks that way, you say, *God. 
you look weird, man! Whut the 
fuck is your story?’ I thought, 
‘What is David going to do when I 
walk into this party scene?’And it’s 
very interesting, because he told 
everybody, ‘React to him like he’s 
a butler’ He made all of them be¬ 
have as though I looked normal. 
That was just a choice he made at 
the spur of the moment. I didn’t 
have Bill Pullman go, ‘Hey, you 
look crazy!’ He just turned around 
and said, ‘Hi, how are ya?’ David 
didn’t have anybody refer to the 
way I looked throughout the whole 
movie. No one was surprised or re¬ 
pulsed. He just said, ‘That’s what 
I’m going to do with this character: 
have everybody deal with him like 
he looks normal,’ And I never 
asked him why he did that, but I 
probably wouldn’t have if I was di¬ 
recting. I would have had people 
‘behave’ around that makeup, but 
he didn't do that.” 

Of the final result, Blake said, 
“1 saw the film, and I liked it the 
way I like Ingmar Bergman, but I 
didn't understand it. What you en¬ 
joy is the experience of seeing it. I 
remember when I was a young 
man. we always used to go to 
Bergman films. WILD STRAW¬ 
BERRIES and alt these strange 
Films. Everybody would come out. 
sit there till three o’clock in the 
morning, smoking dope and dis¬ 
cussing the movies. I would, too, 
except 1 knew I was full of shit!"— 
he laughs—‘“Well, 1 really think 
that when Max Von Sydow was do¬ 
ing this, he was really doing that.’ 
It was bullshit. It's the same with 
David. I don’t understand it; you 
just have to groove with it. He 
takes a realistic character like 
Robert Loggia's character and all 
of a sudden he stops a guy on the 
highway and beats the shit out of 
him for following him too close. 

Where the fuck did that come from, 
and where did it go to? You just 
have to roll with it. Like I said, if I 
was looking at Heronymous Bosch 
and finding one comer of the paint¬ 
ing and saying, ‘Well, if there’s a 
squirrel over there fucking a cock¬ 
roach. I wonder what that means?’ 

Although working with Lynch 
was different for Blake, he would¬ 
n’t mind repeating the experience. 
“I would like to work with him 
sometime where I have a chance to 
act," he said. “When you're doing 
something so obtuse like that and 
so stylized. I think, personally, the 
best thing is not to go with it: you 
let the makeup, wardrobe, charac¬ 
ter, and the dialogue speak for 
themselves, and as an actor, your 
job is almost to be the narrator. 
Like, in the first scene, walking to 
Bill Pullman: (he whole situation is 
so macabre and so menacing that 
the thing to do as an actor is to 
leave it alone. If you start going 
with it, then it’s going to go over 
the fucking top; it’s going to be¬ 
come a joke to the audience. So 
you don’t get to do much acting. If 
I came in to play a scene like ‘Hey. 
you fucked my girlfriend, so I’m 
going to kill you.’ I get to act that. 
But if I come in dressed in this 
Kabuki outfit and all this shit, then 
the best thing for me to do is noth¬ 
ing. I could have made a big deal 
out of taking the gun out of Pull¬ 
man’s hand and pointing it at Log¬ 
gia and killing him, hut everything 
else was cooking, so the less you 
do. the better it’s going to be. Oth¬ 
erwise, it’ll be all over the fuckin’ 
place. When I came in to see Pull¬ 
man. I could have had a whole lot 
of weird, strange shit going on. but 
then it would be all fucked up.” 

Blake explains this approach 
by pointing to his early apprentice¬ 
ship. “I was trained by very good 
actors,” he stated. “I was on the set 
when I was five years old with 
Spencer Tracy. A lot of what I 
learned growing up in terms of 
artistry is very clean, very tidy. 

very organized. If you look at the 
great films of Warner Bros or 
Metro, you don't see anything like 
you would see in a film like CASI¬ 
NO: there’s nothing loose; the dia¬ 
logue is clean; you get through 
talking, and then I talk and look at 
you. What I was trained on. by 
Gable and all those people, was a 
tremendous amount of economy, 
simplicity. It was all like a Picasso 
painting. When I did TREASURE 
OF SIERRA MADRE and I 
watched Bogart work, even though 
he had scenes where he absolutely 
went insane, you didn't see him— 
what we call—chewing up the 
scenery. He wasn’t banging off of 
walls and doing all this stuff; he 
was very clean and very specific. I 
like those kind of actors. I think 
Anthony Hopkins has become that. 
The more he works, the less he 
docs. By the time he did Hannibal 
Lectcr. he was doing very little. He 
just looked—very dean, very eco¬ 
nomical. He wasn’t all over the 
fucking place. He wasn't climbing 
the walls, wandering around. He 
didn't use his arms or hands. He 
didn't use any outrageous makeup. 
He was just clean, tidy, and fuck¬ 
ing brilliant. Don’t give it to the 
audience; leave it to the audience. 
Which is what I was doing with 
the Mystery Man. Less is more, 
until finally I was doing nothing 
except putting the words out.” □ 

CLASSIFIED ADS 
Reach avid horror, fantasy and science fiction 
fans with your ad. Classified ads In this space 
are $0.75 per word; caps $0.25 extra per word, 
bold caps SO.50 extra per word. Display space 
is available at $60,00 per column inch for cam¬ 
era-ready ad s All ads are payable in advance 
Send your insertions to CFO, P.0 Bo* 270, 
Oak Park. IL 60303 

Playboys, Ptaygirls, High Society, Skin, 
Celebrity Sleuth, Hustler, Horror 
Magazines, Traci, Elvira, Samantha Fox. 
Charlie's Angels, etc. Catalogue $3 00, 
Rogofsky, Box 107-FF, Glen Oaks, NY 
11004. 

TV/MOVIE COLLECTIBLES, paperbacks, 
photos, pulps. Magazines. Star Trek. Star 
Wars. X-Fites. James Bond. Charlie's An¬ 
gels, Playboys. Starsky/Hutch. 1999, etc, 
CTALOG $3.00. TV Guides 1950 1996, 
Catalog $2.50. Rogofsky, Box 107-CQ* 
Glen Oaks. NY 11004 

MOVIE POSTERS BOUGHT & SOLD. Hor 
ror. Sci-fi, etc. Sam Sarowitz, 23 East 10th 
St., NYC, NY 10003, 212 477*2499 Fax: 
212 477 6739, 

KOLCHAK: THE NIGHT STALKER newslet 
ter \ . Jt couldn't happen here*—episode 
synopsis, merchandise list, unused scripts, 
interviews. One-year subscription $8.00 
(four issues) Mark Schultz, P O, Box 4000, 
Centerline, Ml 48015 

PRIVATE COLLECTION of Cinefarrtasbque and 
Cmetax tor sale 702-463 3728 
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Heavy Metal *1486901 

Barb Wire (Director s Cut) ‘1963305 

The Birdcage *1970409 

All Dogs Go To Heaven 2 "1952209 

The Craft *2000800 

Darkman III: 

Die, Darkman.Die *1959006 

The Quest *1971209 

Diabolique *1956002 

Down Periscope *1946504 

Dracula: 

Dead And Loving ft *1932201 

Executive Decision *1955905 

Heat *1922400 

CLUB FAVORITES 
Superman III *0604009 

American Graffiti *1937101 

Beavls & Butt-Head The 
Essential Collection 1963404 

•1941606 

•1918002 

Broken Arrow 

Jumanji 

Sense And 
Sensibility *1936301 

True Lies *1327105 

Forrest Gump *1333202 

Bladerunner: 
The Director's Cut *1097906 

Waterworld *1472000 

Star Trek 
Generations *1362603 

*1491109 

BRAVEHEART 
*1491604 

Superman 11 ■1960004 

12 Monkeys •1937705 

Star Wars (THX) *1416007 

The Empire Strikes Back 

(THX) *1415801 

I MAX 
Mail* 

Plus 1 More At Great Savings! 
See Details Below. 

Babe *1479302 

The Shawshank 
Redemption *1345503 

Bram Stoker's Dracula *1102904 

E.T.: The 
Extra-Terrestrial ‘0681106 

Ace Ventura: 

When Nature Calls *1490309 

A Walk In The Clouds *1496504 

Under Siege 2: 
Dark Territory *1483007 

Close Encounters 
Of TheThird Kind 
(Special Edition) *1273002 

Letterbox 

Jurassic Park -1264001 

Here's a great way to build a collection 
of your favorile movies - on laserdisc! 
Just write in the numbers of the 3 
laserdiscs you want tor SI .00 each, plus 
shipping and handling. In exchange, you 
simply agree to buy four more laserdiscs 
in the next Iwo years, at regular Club 
prices (currently as low as S29.95, plus 
shipping/handling)-and you may cancel 
membership at any lime after doing so 
What's more, you can get still one more 
movie for the low price of $19 95 and 
have less to buy later (see complete 
details in coupon) 

Free Magazine sent every four weeks 
{up to 13 times a year) reviewing our 
Director's Selection - plus scores of 
alternate choices, including many lower- 
priced laserdiscs. And you may also 
receive Special Selection mailings up to 
four limes a year. (That's up to 17 buying 
opportunities a year.) 

Buy only what you want! II you want 
the Director's Selection, do nothing - it 
will be sent automatically. If you prefer an 
alternate selection, or none at all, just 
mail the response card always provided 
by the date specified- And you'll always 
have 14 days to decide; it not. you may 
return the selection at our expense, 

Goldeneye *1920602 

The Juror *1943307 

Kids In The Hall- 

Brain Candy *1970607 

Mulholland Falls ‘1963503 

One False Move *1959402 

Romeo And Juliet 

(Remastered) ‘1987609 

Screamers 1933001 

Sudden Death *1933407 

Backdratt -0559005 

Pink Floyd: The Wall *1293802 

The Abyss *0881102 

Batman Forever ‘1432509 

Bad Boys ‘1451806 

Get Shorty *1502509 

Money Train *1923101 

Desperado *1485101 

Legends Of The Fall *1371301 

The American President *1923309 

Goodie Mas *0969808 

Grumpier Old Men *1922301 

To Die For *1502707 

Top Gun 

(Remastered) *1429406 

Casino *1922707 

Money-Saving Bonus Plan, If you 
continue your membership after fulfilling 
your obligation, you'll be eligible for our 
generous bonus plan It enables you to 
enjoy great savings on the movies you 
want - for as long as you decide to 
remain a member1 

10-Day Risk-Free Trial. We'll send 
details of the Club's operation with your 
introductory package. If not satisfied, 
return everything within 10 days at our 
expense for a full refund and no further 
obligation. 

Join Online! 

Now you can browse or search our 
entire catalog and join today at 

http://www.columbiahouse.com 

For fastest service, use your credit card 
and call us toll-free 24 hours a day: 

1-800-538-2233 S? 
r. 

Apollo 13 *1447903 

Die Herd 

With A Vengeance *1462209 

The Bridges Ol 

Madison County *1509900 

A Clockwork Orange *1356005 

Strange Days *1502606 

The Silence 

Of The Lambs 0805309 

Bridge On The River Kwai 

(Restored) *1143809 

Sabrina (1995) *1923408 

Outbreak *1389501 

Interview With 

The Vampire *1364405 

2001: A Space Odyssey *0844308 

Leaving Las Vegas *1501808 

Virtuosity *1483601 

Jaws *0844605 

The Wizard Of Oz 0001404 

Copycat *1490804 

Cliflhanger *1149301 

Casper (The Movie) *1427905 

Rob Roy *1423201 

Alien 3 *1042506 

Aliens (THX) *1402601 

Alien (THX) ‘1402502 

NEW RELEASES 
Fear *1980309 

The Great White Hype-1991801 

Mary Reilly "1969203 

Night Of The 
Living Dead (CLV) 2024602 

Primal Fear *1967601 

The Truth A bout 
Cats And Dogs *1960002 

“10" *2024600 

Hello Dolly *1943604 

The Last Ol 
The Mohican* (THX)*1959303 

Sgt. Bllko *1963602 

The Sound 
Ol Music (THX) *1946706 

Speed (AC3) *1959709 

■ 1 _ 

THE RETURN 
OF THE JE01 (THX) 

*1415900 

The Fugitive *1197706 

Predator *0364901 

A Few Good Men *1106301 

Raising Arizona *1491802 

Ghost *0626006 

Dead Man Walking * 1939B00 

The Usual Suspects *1479401 

i Columbia House Laserdisc Club 
Dept EX7, PG Box 1112, Terre Haute. Indiana 4781 11112 

Yev please enroll me under the terms outlined in this advertisement As a member, 1 need 
!o buy only 4 more selections, at regular Club prices, in the next 2 years 

Send me these 3 laserdiscs for $1.00 eoch-pU $175 each shipping and handling (tetal SB 25) 

LASERDISC CLUB 

c 
BUT YOUR FIRST SELECTION NOW-AND HAVE LESS TO BUY LATER!_ 
□ Al». lend me my first jeiecton fw $19 95, plui $1 75 shipp nc/hondlmg, 
•rhidi I’m odding » my J6 25 payment (totel S29 95( 1 then needto buy 
only 3 mere (miMod of 4) in the n»*t 2 yeotJ 

Please Cheek How Paying: □ My check is enclosed 

□ Charge my introductory laserdiscs and Mure Club purchases to DH5, DHX 

D MasterCard C Diners Club □ AMEX DVISA □ Discover 

Acct No Exp Dote_ 

Signature_ 

Name __ 

Address^ 

City_ 

. Apt ^ 

Slate _ 

Phone No [. Zip - 
Do any of the following apply ro you? (41) 
GI own a Personal Compute 111 □ I own a PC wrlh o CDEOM (2| □ I plan to buy o PC wt*i o CMOM |3) 
Now Ifc.oHw m!*i la tme»ii« CK* rtwmberi only lidirion. fwr >wwm*oM Columbo Howl, mrw *« 
nghrto raqunl ackWal «Wcn «yti any npckcfton or tonal any nentonKp Ote* Iwnted to rte OTteenU Ul 
|..rlud,ngAki^0j Appkoba win to. odcted tool ordw. < 1 -AI*K«7-* J 



Volume 14 Number 3 
In-depth retrospective of Watt 

Disney's and Jules Verne's classic 
20,000 LEAGUES UNDER THE 
SEA. featuring interviews with the 
director, Richard Fleischer; ptus 
stars Kirk Douglas, James Mason 
and Peter Lorre. Also* filming 
CHRISTINE* with Stephen King 
and mechanical effects expert Roy 
Arbogasi $4.00 
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CINEFANTASTIQUE BACK ISSUES 

Volume 12 Number 1 
The filming of GHOST STORY, 

including interviews with director 
John Irvin* screenwriter Lawrence 
Cohen and visual effects supervisor 
Albert Whitlock. Makeup artist Dick 
Smith unveils his senes of ghastly 
apparitions; a profile of GHOST 
STORY author Peter Straub; Also 
includes THE HAUNTING OF JULIA 
and HEARTBEEPS $4.00 

Volume 23 Number 1 
Extensive retrospective of Sam 

Raimi s EVIL DEAD I and II plus 
the third installment, the big-bud¬ 
get, mainstream EVIL DEAD 111: 
ARMY OF DARKNESS. Includes 
interviews with director Sam Raimi, 
makeup supervisor Tony Gardner, 
and production designer Anthony 
Tremblay. Also PET SEMATARY 
II* SPLIT SECOND $4.00 

Volume IS Numbers 
Behind-the-scenes with the 

summer of 85 s off beat zombie hit 
RETURN OF THE LIVING DEAD* 
an unofficial sequel to George 
Romero's famed cult classics. Also 
featured is an insightful retrospect 
on the zombie film through the 
ages plus coverage of FRIGHT 
NIGHT and CLAN OF THE CAVE 
BEAR $4.00 

Volume 15 Number 5 
Director Ridley Scott (BLADE 

RUNNER* ALIEN) te?ms up with 
makeup master Rob Bottin (THE 
THING) to present LEGEND— 
what our reviewer termed "the 
most exquisite fantasy ever 
filmed,*/ Also included in this 
spectacular issue is Wolfgang Pe- 
lersens's science fiction epic/racial 
parable, ENEMY MINE $4.00 
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Volume 13 Number 4 
The complete story behind THE 

DARK CRYSTAL, featuring e ca¬ 
reer review and rare interview with 
puppet/muppel-meister, Jim Hen¬ 
son. coverage of THE HUNGER, 
with the film's makeup artist Dick 
Smith* animator Dave Allen and 
novelist Whitley Strieber; a review 
of David Cronenberg's VIDEO¬ 
DROME $8.00 

Volume 15 Number 1 
A fascinating and enjoyable look 

at computer animation s more for¬ 
mative period* this issue features 
THE LAST STARFIGHTER This 
groundbreaking film used comput¬ 
er-generated images rather than 
the more industry-standard model¬ 
ing techniques, paving the way for 
today's ubiquitous and dazzling 
CGI sequences $4*00 

Volume 15 Number 3 
The story behind Tobe Hooper's 

LIFEFORCE Also, the filming of 
RETURN TO 02. including the 
dazzling claymation effects pro¬ 
duced by Will Vinton; plus an ex¬ 
amination of Wes Craven's 
NIGHTMARE ON ELM STREET 
and James Cameron's THE 
TERMINATOR, with features on 
both directors $8.00 

Volume 19 Number 4 
BRAZIL director Terry Gilliam's 

fantasy epic. THE ADVENTURES 
OF BARON MUNCHAUSEN is fea¬ 
tured in depth. Behind-the-scenes 
coverage highlights interviews with 
Gilliam and other principals, who 
descnbe the rocky road to the film's 
completion and explain how the 
budget sky-rocketed to a whopping 
$45 million $8.00 

Volulme 16 Number 1 
Anthony Perkins reprises his 

role as Norman Bates in this third 
PSYCHO installment. He talks 
about his career since Hitchcock's 
original. directing PSYCHO HI and 
offers anecdotes from his latest ca¬ 
reer experiences. Also* a look at 
Terry Gilliam's fight with Universal 
execs for artistic control over 
BRAZIL $4.00 

Volume 13 Number 5 
The history of Ray Bradbury 

and Walt Disney's SOMETHING 
WICKED THIS WAY COMES* 
featuring director Jack Clayton* 
head of production Tom Wilhite 
and Bradbury himself; filming 
SPACEHUNTER in 3 D: plus 
BLUE THUNDER and Disney's 
animated feature, THE BLACK 
CAULDRON $8.00 

Volume 17 Number 1 
A detailing of the LITTLE SHOP 

OF HORRORS phenomenon — 
from Roger Gorman's '60s B-film to 
Frank Oz*s big budget blockbuster. 
Interviews with Roger Gorman, 
writer Charles B. Griffith. Howard 
Ashman, the horror film fan who 
molded the off-Broadway hit, ac¬ 
tress Ellen Greene and effects wiz¬ 
ard Lyle Conway. $8*00 

Volume 16 Number 3 
Featuring Tobe Hooper's re¬ 

make of INVADERS FROM MARS 
Includes an interview with Hooper 
and many details of design and ef¬ 
fects work by renowned experts 
Stan Winston and Bill Stout. Plus a 
look at horror auteur David Cro¬ 
nenberg's remake of THE FLY; 
filming the gut-wrenching effects of 
POLTERGEIST II. $4.00 

Volume 17 Number 5 
A step-by step look at Lyle Con¬ 

way's amazing creation of Audrey II 
for LITTLE SHOP OF HORRORS, 
with a career profile of Conway. Di¬ 
rector Frank Oz speaks on the diffi¬ 
culties of combining the elements of 
fantasy, musicals and effects and 
on his controversial decision to ex¬ 
change the film's downbeat ending 
to a "happily ever after' one. $8 00 

aCKEFANTASTlOud 

Volume 15 Number 2 
The complete story of effects 

master Peter Kuran and his career, 
highlighted by numerous color pho¬ 
tos Kuran* a one time STAR WARS 
apprentice, pioneered the animation 
rotoscoping process. His own com¬ 
pany honed the process to the keen 
visual effects featured in DREAM 
SCAPE. Also featuresTim Burton's 
Short* FRANKENWEENIE $4 00 

ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, SEE PAGE 61 


